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Abstract 
Vijay Tendulkar is regarded as one of the first few successful playwrights of 
the Post-Independent India whose plays have got critical recognition and public 
attention in both original as well as in the translated productions. Through his 
depiction of the prevalent inequality and the people's hunt for power, Tendulkar 
daringly reveals the seamy underside of the society where the powerful know all the 
tricks to deceive each others, and the powerless often unwittingly ruin themselves for 
their inability to anticipate the upcoming hardships in store for them. There is no 
simple and straightforward division between the oppressors and the oppressed in his 
plays. Everybody sees him/herself entangled in the web of power. 
Vijay Tendulkar is a playwright of world stature. His plays are in no way 
inferior in artistic and thematic richness to any of the great dramatists of the world. 
Tendulkar has played a great role to put the Indian theatre on par with the world drama 
and his plays have provided the Indian theatre a new and rich tradition. The present 
research is neither a comparative one, nor does it boast of covering the entire thematic 
beauty and artistic prolificacy of the writer. The researcher has tried to look into the 
social aspects and the continuous struggle between the members of Indian society to 
gain and maintain power over one another. Power is not, for Tendulkar, something 
embodied in authoritative leaders, privileged classes, monarchs, and patriarchs only; it 
is a tendency of men and women to overcome each other in every human relationship. 
Tendulkar does not subscribe to any theory of power similar to that of the Althusserian 
model of state oppression alone; his deep knowledge of human psyche and human 
endeavour on grass roots level has compelled him to see each human relationship as a 
power-relationship in accordance with the Foucauldian bottom-up model of power 
relations, permeating in all relations within a society. Accepting individuals not as 
inactive dupes but as dynamic subjects, he shows us how a seemingly powerless 
member of a society incessantly tries to gain control over others around him/her. 
There are numerous incidents in Tendulkar's plays where some of the structurally 
deprived members of Indian society try to break free from the structural bondages 
which are mainly based on the gender, caste, and class divisions. It does not mean that 
all of those who rebel against the traditions do always achieve success because of their 
rebellion. The structural divisions do not vanish too easily. In case the old structures 
vanish, they give rise to new structures and the process keeps going on repeatedly, 
snatching power from one and assigning it to another. Be it Manu's laws, which 
divided Indian society on caste and gender basis, or recently acquired democratic 
political set-up and the newly emergent Indian middleclass and its moralities, Indian 
society kept on nourishing inequalities and remained divided between those who 
posses power and those who stayed powerless. 
The dissertation has tried to show that power structures are essentially mental 
structures, based on ideologies and moralities. It also shows how the mental structures 
acquire quite often a material shape, giving rise to physical violence and brutality. As 
a journalist Tendulkar witnessed the different facets of violence prevalent all around 
him. The rampant violence, exploitation, and oppression made him restless. To expose 
all this he started presenting raw violence in his plays. Tendencies to get violent are to 
him, the essential qualities of human nature. In his plays he never fails to produce 
sympathy for the victims of violence and abhorrence for the tradition of victimhood. 
The current dissertation has intended to illustrate that Tendulkar's primary compulsion 
to create violent scenes in his plays had essentially a humanistic purpose. Although he 
accepted violence as one of the basic human instincts, he never supported the meek 
option of bearing it dumbly. He believes in revolt and change to lay the foundations of 
a just society. 
The major concerns of Tendulkar's plays discussed in the current thesis are 
man's fight for survival, the social deprivation of women—inside and outside the four 
walls of home—, and the physical and psychological victimization of the weaklings of 
society. The thesis comprises of six chapters including the introductory chapter. The 
introductory chapter has tried to provide a brief overview of the tradition of Indian 
drama from its origin in Indian mythology up to the Europeanization of its themes and 
techniques. The chapter has also tried to exemplify some of the sociological concerns 
present in some of the Pre-Independence and Post-Independence Indian dramas. It has 
lastly tried to accommodate Vijay Tendulkar in the tradition of Indian drama and 
recognize his contribution in its enrichment. 
The second chapter of the thesis is not directly related to the plays of Vijay 
Tendulkar. This chapter has been included into the thesis in order to provide a 
theoretical background to the entire dissertation. Intended to review the contemporary 
discourse on power, the chapter has tried to cover some of the major contemporary 
critics, theorists, and philosophers, who have contributed to the discourse of power. 
The chapter includes the introduction of the main theories of Michel Foucault, Louis 
Althusser, Friedrich Nietzsche, Antonio Gramsci, Friedrich Engels, Ronald Barthes, 
and some of the feminist and postcolonial theorists. 
The next four chapters are based on four individual and significant dramatic 
works of Vijay Tendulkar. The third chapter of the dissertation has intended to provide 
a critique of the man-woman relationship in the play Kamala. It criticizes the 
institution of marriage in Indian context where the woman has always been expected 
to remain submissive to her husband. Although marriage is biologically an equal 
relationship, but this social contract hardly lets a woman to be on par with a man. 
Going back to the history of female submission, the thesis has endeavoured to come 
up with a concrete proof of the demonization of women in ancient mythologies in 
which women were believed to be the vilest temptresses and the supreme danger for a 
man and his salvation. The chapter has demonstrated how the focus of victimization 
changes from person to person beyond the marital hierarchy to political authority and 
capitalistic control. 
The fourth chapter of the thesis deals with the similar kind of subject. It has 
intended to depict the play Silence! The Court is in Session as a play in which the 
playwright exposes the hypocrisies of the male-dominated society. The chapter 
discusses some of the petty middleclass moralities and the position of a single woman 
in the male dominated Indian society. The chapter illustrates how the endeavours of a 
woman to gain financial liberation and her decision to remain unmarried for a pretty 
long time are negatively dubbed as her immoral rebellion and waywardness by her 
male counterparts. The jealousy of the failed middleclass members of her society plot 
her entrapment and try to silence her natural lust for life. The play is a treatise on 
moral slavery and middleclass obsession of controlling the social weakling. 
The fifth chapter of the dissertation is based on Vijay Tendulkar's play 
Sakharam Binder in which the protagonist is portrayed as a hedonist and an egoist. He 
tries to create for him a space to accommodate a new and strange kind of morality 
which rebels from the institution of marriage. Living as a social outcaste, the main 
character of the play lives on the edge of his society and mixes with, helps, and 
exploits the more helpless members— t^he caste-off women of his society. The thesis 
has tried to demonstrate how Sakharam's jealous, hedonist, and egoistical nature 
makes him worse than the people whom he keeps on criticising as inhuman and cruel. 
Although there is certainly an inner urge in Sakharam to change some of the social 
conditions prevalent around him but he fails to do so as his half-baked rebellion is 
fuelled by his personal crises and his desire to gain dominance over the wretched of 
his society. 
The sixth and the last chapter of the dissertation explores the games of power 
in politics and human relations in one of the Vijay Tendulkar's longest-running plays, 
Gashiram Kotwal, which has to its credit more than six thousand performances. The 
dissertation surveys the story of a petty power-grabber, Gashiram, as a discourse on 
power. Including the exploitation of his own daughter, whom he barters for getting 
some sort of influence over his oppressors and opponents, the play dovetails the 
multiple facets of power-relationships present in the play: ranging from Maratha-
Brahman animosity—in the historical era in which the play is set—, insider-outsider 
suspiciousness, rich-poor disparity, and ruler-ruled mechanism. The thesis has dealt 
with the curmingness of the politics of deputation. It shows the deployment of some of 
the innocent and energetic people by those who are at the helm of power. At the end 
these selected persons are used by hook or crook only to help the political leaders to 
gain points in their power games. They are deceived and used to deceive others as is 
the case with Ghashiram in the play. The dissertation has intended to reveal that the 
deception works side by side with politics of deputation. 
Only few plays of his prolonged literary career are available in good English 
translation, therefore any critical work of a researcher not familiar with Marathi 
language is not able to access the whole of his oeuvre. The present research focussed 
only on a few important and selected dramatic works of Vijay Tendulkar. One single 
research project is insufficient to localize the structures of power in Indian society as 
depicted in his representative plays by the playwright. The power games range from 
the gender based biases and political deceptions, to caste and class divisions in his 
works. The present dissertation has mainly focussed on gender discrimination and 
political misuse of power through the politics of deputation. The thesis is surely 
relevant to the field of sociology, but not entirely a sociological study. The dissertation 
is quite narrow in scope as it has only aimed at a few selected social aspects of the 
Indian society as presented in some of the selected and representative plays by Vijay 
Tendulkar. 
The present research has attempted to present a critique of the society, 
Tendulkar portrays in his select plays. The dissertation has tried to point out the fault 
lines of Indian society which make it fraught with violence—psychological as well as 
physical. The society in which Tendulkar sets his plays is a place where women are 
always considered as lesser beings and therefore meant to be subdued and enslaved; it 
is a world where the weak have to remain silent, or face the destructive forces which 
are there always ready to engulf, silence, and destroy the opposing voices. But it is at 
the same time a place where everybody—weak or strong—remains busy in self-
preserving activities. 
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Chapter 1 
Introduction: Indian Dramatic Tradition and the Contribution of 
Vijay Tendulkar 
The old India and its power structures did not disappear. . . . 
And in the heart of Delhi, near Jantar Mantar, 1 saw almost 
every day groups of India's powerless-people sitting on the 
footpaths with cloth banners or cardboard placards seeking 
official attention for their woes, for the injustices they lived 
with. (Peer 69-70) 
Drama in India has a very long history. Its origin may be the same as that of 
the drama forms of the other parts of the world. Indian drama has its roots in the 
mythological, magical, ritualistic, and religious, as well as social activities of the 
people. To say that the Drama began in India due to some heavenly intervention 
would be too vague a concept because we know that the art of drama has always been 
associated with a major chunk of any specific society; no doubt the patronage of the 
ruling or religious authorities would have always been welcome for this social art. 
Although only a limited number of people take part in on-stage or backstage activities 
but maximum number of people do indirectly participate in it as the audience. There is 
no prominent theory of the origin of drama in India which has had humans as direct 
participants in it, as there is the Greek theory of the origin of drama, according to 
which it started as a ritualistic worship of god Dionysus, the deity of fertility. Dr Ram 
Sharma quotes a prominent historian A.L. Basham, who says that: 
The origin of Indian theatre is still obscure. It is certain, however that 
even in the Vedic period dramatic performances of some kind were 
given, and passing references in early resources point to the enaction 
[sic] at festivals of religious legends, perhaps only in dance and mime, 
(qtd. in Sharma, par. 1) 
Bharat, the author of Natyasastra assigns drama a divine origin and holds the view 
that it was originated by gods to instruct as well as to amuse (Sharma, par. 4). Drama 
survived in India during the long centuries of foreign rule in the form of folk and 
traditional forms, preserved by local communities in various indigenous theatrical 
forms. Apart from the traditional and community based performing folk art, India has 
a long, well formed, intellectually guided, and serious dramatic tradition. The classical 
Sanskrit drama differs from the folk forms. It is artistically rich and philosophically 
deep rooted in Indian conscience. The classical Indian drama cannot be divided in the 
neat categories of tragedy and comedy as has been done by the Greek theoreticians. Its 
main purpose is to depict life in its various aspects. Sanskrit scholars have used the 
broad term of Rupaka for it and Nataka (drama) is said to be the prominent and one 
among the ten classifications of Rupaka. Unlike Greek drama, Sanskrit drama has 
been divided only in three main components: Vaster (plot), Neta (hero) and Rava 
(sentiment) (Radhai 3). In addition to this "The classical Indian drama is episodic and 
narrative in structure and it does not build up a climax as Aristotelian drama does" (4). 
There have been the great dramatists like Asvaghosa, Bhasa, Kalidasa, Bhavabhuti 
and Sudra in India. According to Girish kamad the "earliest extant play was written 
[as earlier as] in A.D. 200!" (Karnad Introduction to Three Plays 4). Like all Indian 
philosophy and religious scriptures, plays were also written in Sanskrit language by 
the learned literary figures of India. Indian drama and its theory can be put on a par 
with the Greek drama and dramatic theory. If India has produced great dramatists, it 
has also produced art and literary theorists of great stature. Bharat Muni's Natyahastra 
and Abhinav Gupta's Abhinav Bharti—the commentary of Natyahastra—are the 
clearest examples and proof of the strong theoretical background of the ancient Indian 
drama. The other main works from which the classical Sanskrit theatre drew guidance 
are Abinaya Darpana of Nandikeshvara a second century theorist on stage-craft of 
ancient India and Sangita Rathakara a thirteenth century treatise on music and dance 
by Sharangadeva. Colonial experience and advent of modem education brought 
Indians face to face with the western style of drama; many writers got influenced and 
started writing plays following the western standards or appropriated them with the 
indigenous pattern of drama. 
Modem Indian drama cannot be considered rich either in quality or in quantity 
as compared to the enormous fiction written in the country. The Indian fiction writers 
outnumber the Indian playwrights to a large extant (lyenger 226). It is of course the 
western influence which gave impetus to the modem drama and helped to revive the 
tradition of drama in India although the folk traditions and indigenous varieties of 
stage craft remained there all the time. The modem Indian drama (mainly written in 
English or ultimately translated into English Language) remained in the beginning 
only a closet drama form and people largely imitated the English Elizabethan style. Sri 
Aurobindo's Perseus the Deliverer, Vasavadutta, Rodogune, The Viziers of Bassora, 
and Eric fall in this category. Same is the case with Rabindranath Tagore's plays 
Chitra, The Post Office, Sacrifice, Red Oleanders, Chandalika, Mukta Dhara, Natir 
Puja etc. The reason behind the imitation of the western style was either the westem 
education received by the writers or the visits of foreign troupes who staged their 
plays in colonial cities like Bombay and Calcutta. If we go to the chronological order, 
Krishna Mohan Banerji's The Persecuted (1837) is probably the first English drama in 
India (Sharma, par. 9). But Micheal Madhusudan Dutt's Is This Called Civilization? 
(1871) is one of the major milestones in this tradition which was later on continued by 
the two great masters of Indian poetry and drama—Rabindaranath Tagore and Sri 
Aurobindo. The plays of the majestic BengaH duo had themes highly symbolic, 
classical, and foreign. Sri Aurobindo's Rodogune, and Perseus are set in Syria, 
whereas the play The Viziers of Bassora is set in Iraq. Vasavadutta is a romantic 
drama sourced from Somdadeva's Kathasaritsagara. Rabindranath Tagroe's plays 
were also highly symbolical, poetic, and had scarcely realistic elements in them. They 
discussed society and social problems in an oblique way and had thus a limited scope 
for direct social awareness or social change. The main reason for this was that these 
plays were meant for only a selected and private audience and had nothing to do with 
the common people of India. Like Rabindranath Tagore "Sri Aurobindo was [also] a 
Prophet and a recluse, and he stood apart in unique solitariness, and anyhow his five 
plays were but a small fraction of his phenomenal literary output. The verse dramatic 
form has attracted other writers too, thanks mainly to the potent spell of Shakespeare 
and the Elizabethans" (lyenger 231). There have been several playwrights who tried 
their hand in writing plays in English as well as in different regional languages. In 
addition to his poems, Harindranath Chattopadhay wrote more than half a dozen 
English plays, all based on the lives of Indian saints. Chattopadhay wrote his first play 
Abu Hassan as early as in 1918. T. P. Kailasam, generally known as the father of 
Kannada drama, wrote many plays in English. He based his plays on Indian 
mythology and attempted to modify some classical Sanskrit plays (Bite, par. 9-11). 
Bharati Sarabhai is one of the modem women playwrights who wrote on social issues. 
Her play The Well of the People (1943) is based on Gandhian social order. A.S.P. 
Ayyar, P. A. Krishnaswamy, Bharati Sarabhai, J.M. Lobo Prabhu are among others 
who have greatly contributed in the Pre-Independence Indian drama. 
Every age is more or less replete with a diverse set of social problems and it is 
obvious that the literary writers or artists, who have been eulogised in every age as the 
eyes and ears of the society, raise the social issues in their artistic works. Many Indian 
English plays—whether originally written in English or translated in English—have 
fulfilled the demand of social criticism. Bharati Sarabhai's play The Well of the 
People, written in the Pre-Independence period, is one such example. It is considered 
to be one of the befitting contributions in the Ghandhian age. Some of the other 
dramatists who have followed the path of social realism are A. S. Panchapekesha 
Ayyar, A. C. Krishnaswami, V. V. Srinivasa Iyengar and S. Fyzee Rahamin. A. S. P. 
Ayyar's Sita's Choice, Brahma's Ways, and The Slave of Ideas are some of his plays 
based on the conflicting social situations. Ayyar supports the cause of social harmony 
through his art. A.C.Krishnaswami raises the issues of widow marriage and the ill-
arranged marriage between young girls with elderly men. His play The Two Twice-
Borns (1914) is one such example in which he presents such social problems. V. V. 
Srinivasa Iyengar wrote his plays based on many corrupt practices of Indian 
middleclass. His plays. Blessed in a Wife, Vichu's Wife, The Surgeon - General's 
Prescription, The Point of View, and Wait for the Stroke present some of the sketchy 
views of the Indian social life. Fyzee Rahamin highlights the caste system of Indian 
society. His plays Invented Gods and Daughter of India corrupt practices of caste 
system and the highhandedness of the priests (Radhai 11-13). 
A new trend of commercial theatre also emerged in some of the urban areas of 
India as a response or imitation to the visits of foreign theatrical troupes. Although the 
touring theatrical companies of urban centres, such as the Parsi theatre of Bombay, 
were primarily "eclectic, opportunistic, spectacular, and profit-driven," their theatrical 
adventures helped to create the first noticeable popular theatre in India (Dharwadker, 
"India's Theatrical Modernity" 431). These theatrical troupes were not only active in 
urban centres; towns and in some cases even rural areas were within their reach. Such 
dramatic companies had even raised the questions on colonial misrule and atrocities 
during the pre-colonial period which led the British colonial government to censor the 
theatre by passing the notorious Dramatic Performances Control Act in 1876 which 
curtailed the freedom of dramatists to criticise the government. 
Vernacular drama flourished in India after the independence mainly because of 
the government patronage. Government tried to utilize the medium of theatre not only 
to entertain the masses but also to educate and propagate different government policies 
among them. 
In the Post-Independence period, performing arts were employed as an 
effective means of enlightenment during the First Five Year Plan 
(1951-54). As a result, the National School of Drama was established 
under the directorship of [Ibrahim] Alkhazi. Institutions for training in 
dramatics were founded in big cities. Rukmanidevi Arundale's 
Kalakhsetra at Adyar, Madras, and Mrinalini Sarabhai's Darpana in 
Ahmadabad are notable examples for this kind of theatre. Drama 
departments started functioning in several universities. The Annual 
Drama Festival was started in New Delhi by Sangit Natak Akademi 
[sic]inl954. (Dharan24) 
Theatre flourished in some parts of India due to the government patronage but 
ironically more importance was given to the Western plays. Dramatists followed the 
models and techniques of the West (Radhai 15-16). Playwrights started writing in 
regional languages. It was no longer the era of closet drama; and the new plays were 
usually meant for theatrical productions, staged in front of a mixed audience, unlike 
only for the earlier English educated elite. The urban theatre was meant for "a new 
kind of educated middleclass audience . . . emerging [in] urban spaces" (Dharwadker, 
"India's Theatrical Modernity" 431). 
Among the Post-Independence period dramatists, Asif Currimbhoy (1928 b.) 
occupies a distinct place. He wrote about thirty plays and got more fame outside India, 
while his own country mostly ignored him in the beginning. His play Goa (1964) was 
staged at University of Michigan and one of the theatres of Broadway. Currimbhoy 
has made use of many modem theatrical devices including slide projections and sound 
effects. He may be certainly enumerated in the list of the dramatists who introduced 
modernity in Indian theatre. There have been many playwrights in the Post-
Independence period who constructed their plays around the historical and current 
political themes. Some of the dramatists among this category are: Janaki, Lakhan Deb, 
Gurucharan Das, Manohar Malgonkar, and V. K. Gokak. As we know that this phase 
of the early years of Post-Independence period was a transition phase in India. It was a 
period when ideas of past clashed with the ideas of modernity. Many of our 
playwrights, made this clash of ideas as the basic theme of their plays. Gurucharan 
Das, Manohar Malgonkar, and V. K. Gokak not only depicted this phase of transition 
in their plays, they also tried to tackle this clash of ideas of the past and the present 
through their plays. 
It would be difficult to put the theatre of Post-Independence period within a 
theoretical frame work and "The reason of this obscurity lie in the linguistic plurality 
of Indian theatrical practice" (Dharwadker, Theatres of Independence 2). On one side 
Western textual models continued to influence Indian dramatists which led them to 
stage these plays either in translated or adapted form. On the other side many 
dramatists tried to create a new space through their experimental theatrical practices. 
Their main aim was to find a new cultural identity for themselves and their method 
was to disclaim colonial practices. They tried to reclaim the classical models and 
follow the pre-colonial traditions of performance. Both these practices generated the 
primary nationalistic argument about the importance of national theatre in India (2-3). 
Apama Bhargava Dharwadker questions the definition of the nationalistic theatre of 
India. According to her there have been three broad and loosely formulated definitions 
of Indian Nationalistic theatre. Orientalist scholars had attributed the pre-modem, pre-
colonial, classical Sanskrit drama as the 'Indian drama'. They place this phase of 
'Indian theatre' between 200 and 1700 C.E. In the later Twentieth century the Sanskrit 
drama ceased to be the focus of Indian theatre studies in the West. Critics tried to see 
the popular performing arts, such as, Ramlila, Raslila, Kathakali, Nautanki etcetera, in 
the gamut of Indian theatre. The third phase of theatre criticism has concentrated on 
the concept of 'nationalistic theatre' and critics and scholars tried to unify theatre and 
performance modes of either a single or of all major 'fourteen or sixteen' modem 
Indian languages. Dharwadker holds the view that the Post-Independence theatre has 
utilized the Western methods to decolonize the Indian theatre. Indian theatre activists 
used the Western proscenium stage to present their plays based on the pre-colonial 
themes. This has mostly happened in the big cities like Calcutta and Bombay (now 
Kolkata and Mumbai) primarily due to the availability of infrastructure and expertise. 
Dharwadker writes that a fourth 
overtly decolonizing strain in Post-Independence theory and criticism 
has characterized Westernized conventions of representation in urban 
theatre (especially the proscenium stage) as damaging colonialist 
legacies that must be countered through a return to pre-colonial. 
indigenous traditions of performance. (Dharwadker, "India's Theatrical 
Modernity" 426) 
The practitioners of the last category of the Indian theatre know that their indigenous 
ways of life were obstructed due to the dominance of the people of other culture/s. 
Since there has been neither an unhampered development nor any direct connectivity 
with the indigenous classical drama, people started utilizing the methods and 
techniques of the other culture/s to fit their own cultural, mythological, historical 
themes into it. The middleclass and Western-educated playwrights and theatre 
activists like Badal Sircar (1925-2011) and Girish Kamad (1938 b.) produced such 
kind of a work which is "clearly connected with the precolonial past and the 
postcolonial present rather than the experience of colonialism" (Dharwadker, Theatres 
of Independence 10). Their exclusion of the colonial experience from their works is a 
kind of resistance against the colonial interruption. Although Sircar rejected the use of 
proscenium theatre and preferred a traditional open-air stage for his plays but he still 
retains some of the modem methods and European techniques. While trying to gain 
the maximum effect on the audience he is indirectly indebted to the Epic techniques of 
Bertolt Brecht (1898-1956). Subhendu Sarkar writes in this regard that: "Though 
Sircar never uses the technical devices integral to the Epic dramaturgy and, therefore, 
does not acknowledge his debt to German theoreticians, the effect he intends to attain 
is quite similar to that of Epic Theatre" (xviii). Kamad dealt with myth and history and 
wrote his plays originally in Kanada language and Sircar in Bengali. However their 
works gained much acclaim in English translation. Same is the case with two more 
successful playwrights, Mohan Rakesh (1952-1972) and Vijay Tendulkar (1928-2008) 
who wrote in Hindi and Marathi, respectively. Rakesh fictionalises the lives of some 
of the important artistic and religious personages of India in their own remote 
10 
historical settings in Ashadh ka ek din (A Day in Early Autumn, 1958), and Lahron ke 
Rajhans (The Royal Swans on the Waves, 1963); dealing with the fifth century 
Sanskrit poet Kalidasa and the Buddha's stepbrother Nand, respectively. In his third 
most important play, Adhe Adhure (The Unfinished, 1969), he "returns to the 
postcolonial urban present to portray the collapse of a middleclass family unable to 
cope with its declining material circumstances and fractured relationships" 
(Dharwadker, "Mohan Rakesh" 138). Tendulkar mostly deals, in his plays, with 
diverse themes associated with the newly emergent Indian middleclass. His main 
concern is the depiction of the interpersonal relationship of individuals as well as the 
feeling of alienation and sense of deprivation among the weak and powerless members 
of society. He paints the powerful few of his society as ruthless, shamelessly hungry 
for prestige, more power, and having no sense of guilt. His main area is the illustration 
of the tactics of power in society. 
Modem Indian drama incorporates in it the themes and ideas of the cultural 
sources and most of the time the hunt reaches as far as to the classical mythology and 
legendary tales of the past to get inspiration. While doing so, it hardly loses its touch 
with the sordid real situations like that of religion, politics, and the themes related to 
social problems. Sitanshi Talati-Parikh, in one of her articles on modem Indian plays, 
writes that: 
Religion, politics, social and cultural issues, marriage, and 
history all play integral parts in the thematic substance of these plays. 
Issues of women and their role in society are seen in most plays either 
directly or in the background. 
With the advent of modernization and urban development also 
came the ensuing discontentment, angst, and existential dilemmas. 
(162) 
Dramatic art is essentially a social art. Unlike poetry or novel, it does not 
involve only a writer and an individual reader of a work; it is rather a joint work of a 
group of on (and off-) stage artists who in turn involve a larger group of live audience 
in front of the stage. It has not only the potential to entertain a gathering but it can also 
have an extreme ability to move people or persuade them to think and work in a 
different maimer. It can present the reality in a different way and shatter the cover of 
normalcy. A well written, well enacted, and socially concerned play can pierce the 
thick veil of ideology, help its viewers wake up from their ignorant slumber, and 
shatter their blind faith, which they usually have in the corrupt conventions of a 
traditional social system. We have a major example of this sort in the shape of Bertoh 
Brecht's Epic theatre. Brecht used the tool of "alienation effect" to get the maximum 
of his audience's response. Brecht's "aim was . . . to evoke a critical distance and 
attitude in the spectators, in order to arouse them to take action against, rather than 
simply to accept, the state of society and behavior represented on the stage" (Abrams 
and Harpham 15). The task of drama is not merely to comment on the faulty social 
norms, but to "act like freak mirrors in a carnival and to project grotesque images of 
all that passes for normal in our world. It is ugly but flirmy" (Kuthari 26). There have 
been numerous playwrights who wrote their plays on social ailments and political 
disorders of Indian society, but the way Vijay Tendulkar has dealt with these social 
and political problems is, if not totally, but at least to a great degree, different from 
others. Although realism was seen as a colonial legacy in India, but many modern 
dramatists employed this mode, as they regarded it as a "powerful manifestation of 
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theatrical modernity" and thought that it can play "a vital role . . . in the postcolonial 
present" (Dharwadker, Theatre of Independence 270). Tendulkar's realistic treatment 
of social themes has provided him an ample space to present the issues related to 
Indian middleclass. He is, by and large, the dramatist of modern India. His main focus 
is on the newly emergent middleclass society and the problems related to this class. 
Shanta Gokhale writes that Vijay Tendulkar's 
Realism . . . carried, not voices from the neglected margins of society, 
but from the mainstream, the educated middleclass, the upholders of 
norms, and also those who carefully defied them, in whom was invested 
the responsibility for creating a modem society in their newly 
independent country, (qtd. in Dharwadker, Theatre of Independence 
270) 
To write about the ethos of Indian society does not need to know about its 
present only. One needs to go deep into the roots of the civilization. To quote V. S. 
Naipaul, "An inquiry about India . . . has to go beyond political. It has to be an inquiry 
about Indian attitudes; it has to be an inquiry about the civilization itself, as it is" 
(Foreword xi). Tendulkar does not talk only about the social and political issues of the 
present; he tries to delve deep into the collective social behaviour, in order to know its 
ailments. According to G. P. Deshpande, Tendulkar's "plays speak of civilisation and 
its discontents, to borrow Freud's expression" (2886). His purpose at hand is not to 
instantly cure the social disorders around him; he just wants to expose the faults 
underlying the civilization itself. He is content with his method of showing a mirror-
image of the society to the society itself, so that its members check their faults 
themselves. 
Vijay Tendulkar is regarded as one of the first few successful playwrights of 
the Post-Independent India whose plays have got critical recognition and public 
attention in both original as well as in the translated productions. The period he started 
writing was a phase of transaction. It was a period when the ethos of the past was 
mingling with the new standards of newly rising Indian middleclass. It was the period 
of great change. Makarand Sathe writes about this age that: 
India had undergone partition. She was getting industrialized rapidly. 
She was witnessing the violence, bred by these two elements, alien to 
her experience so far. More than half of the population was under the 
poverty line even by Asian standards. New classes—in fact the idea of 
'class' itself—were being bom. The divisions based on class and all 
that followed, were getting intermingled with the existing social 
divisions like caste and language. The emergence of a middleclass was 
a major change, and together with the caste and regional divides, had a 
bearing on the cultural expression. Secular ideologies like Marxism, 
socialism and capitalism had already made inroads, and efforts were on 
to Tndianize' them. Amidst all this turmoil, India was trying to retain 
her own identity. A new sensibility was emerging in the process. As is 
often the case, there was crisis, and so there was opportunity. It was a 
period charged with energy and creativity in all fields of life. (Editorial 
10) 
A new competition for material gains started among the people who looked at 
the West as their model. Although he had spent the earlier years of his life in the city 
of Poona (now Pune), Tendulkar made Bombay (now Mumbai) as his karma Bhoomi 
(the place of action). A cosmopolitan and the largest city of India, Bombay attracted 
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many people from all the comers of the country towards it, as it was seen as the city of 
dreams and tremendous possibilities. Tendulkar, who also worked as a journalist, 
witnessed the cut-throat competition and the changing moralities all around him. It 
was this changing scenario which attracted Tendulkar to weave his plays around the 
strange, unheard and bold themes. He focuses on the men and women stuck in a 
crowd, intrinsically facing the problems of extreme degree of alienation and 
frustration due unintelligible social practices. His plays are set in a Darwinian world; 
the world where the sole formula to continue to exist is the 'survival of the fittest.' 
The society he portrays is fraught with violence—psychological as well as physical. It 
is a place where women are always considered as lesser beings and therefore meant to 
be subdued and enslaved; it is a world where the weak have to remain silent, or face 
the destructive forces which are there always ready to engulf the opposing voices. But 
it is at the same time a place where everybody—weak or strong—remains busy in self-
preserving activities. Shanta Gokhle writes that: 
For Tendulkar, the primary compulsion is and has always been 
humanistic. Man's fight for survival, the varied moralities by which 
people live, the social position of woman, the covert or overt violence 
in human beings, these are his abiding concerns. They appear in his 
plays in different forms. (80) 
Through his depiction of the prevalent inequality and the people's hunt for 
power, Tendulkar daringly reveals the seamy underside of the society where the 
powerful know all the tricks to deceive each others, and the powerless often 
unwittingly ruin themselves for their inability to anticipate the upcoming hardships in 
store for them. There is no simple and straightforward division between the oppressors 
and the oppressed in his plays. Everybody sees him/herself entangled in the web of 
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power. Even the big shots like Nana Sahib in Ghashiram Kotwal and the directors of 
the corporate media in Kamala are afraid of some hidden forces. Tendulkar's world is 
the complicated world (it is more like the actual world); the world where persecutors 
have their own persecutors—their own overlords—who betray their subordinates 
when they need them the most because they require to sustain themselves in their own 
positions of power. 
Even though the complications exist, there are numerous social institutions 
where power functions in a structured manner. People in power use coercion when 
they fail to win their opponents' consent through peaceful means. They act like a 
mythical Machiavellian Centaur—half human and half beast—to hegemonies the 
people (Jones 49-52). Power, or so to speak, the contest for power, breeds violence. 
Tendulkar exposes the nexus between violence and power in various institutions of 
Indian society. He does not abhor violence because he accepts it as reality. According 
to Tendulkar, "Violence is something which has to be accepted as fact. It's no use 
describing it as good or bad. Projections of it can be good and bad" (qtd. in 
Bandyopadhyay, xlii). Even though power and violence go hand in hand, violence is 
merely a device in the hands of the powerful. Tendulkar studies in his plays the 
structures of power in various institutions of the society. Samik Bandyopadhyay 
enumerates the institutions which the playwright has endeavoured to expose in many 
of his successful plays: 
The institutions that are exposed with their power mechanisms include 
media {Kamala), performance {Silence.'The Court is in Session), the 
family {The Vultures), the State {Ghashiram Kotwal and Encounter in 
Umbugland), society and morality {Kanyadan) and sexual mores 
{Sakharam Binder and A Friend's Story). As the institutions come to 
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embody power, power assumes an institutional body, its practice 
defined and determined within the parameters of the particular 
institution, (xlii) 
There might be the presence of several gross structural imbalances of power in the 
overall Indian society—generally based on the differences of religion, language, 
ethnicity, and economy. But Tendulkar's plays deal with some basic assumptions of 
disenfranchisement of the social outcastes. The protagonists of his successful plays are 
principally the individual contenders of power, social rebels, or the misfits seeking 
acceptability in the mainstream society. His plays are the tragedies of the modem men 
and women who find themselves entangled in the pseudo moralities of their hypocrite 
society. They are the people who face the wrath of their society on the basis of gender 
difference, transgression of socially sanctioned sexual mores, caste background, or 
simply because of their failure of having any reach to the corridors of political power. 
His plays Kamala, Sakharam Binder, and Baby directly deal with the sexual 
slavery of the female. A Friend's Story is a tragedy of a lesbian living in the 
indifferent and conservative environs. Silence! The Court is in Session is about the 
highhandedness of middleclass males in different social organisations towards the 
daring and progressive women. Ghashiram Kotwal and Encounter in Umbugland are 
based on the opportunistic and morally corrupt approach in the political sphere. 
Whereas the play Kanyadan depicts the failure of an exemplary inter-caste marriage 
between the daughter of a progressive politician couple and a poor Dalit poet, whose 
racial unconsciousness stimulate him to torture his upper caste wife. There is also the 
presence of a Muslim character in Sakharam Binder and dually deprived tribal woman 
of the same name in the play Kamala. Tendulkar slightly touches the issue of religious 
intolerance and injustices done to the tribal women—who get even sold in the flesh-
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trade going on in the remote comers of the country. Tendulkar's protagonists are 
either duped in by the society or they simply accept defeat on their own accord; the 
type of accord which is generated through the spread of a specific kind of ideology. 
Some of them keep on living their subdued lives—with or without a hope for better 
future—while some others kill themselves or get killed by the brute forces present in 
the hostile society. The first group includes the main characters of the plays like 
kamala and Kanyadan; while the other group includes the protagonists of A Friend's 
Story, and Gashiram Kotwal. Like the presence of the violence in society, Tendulkar 
accepts power, if not given, then at least the permanent reality of life. He explains his 
stand on the presence of power in the following lines: 
As a social being I am against all exploitation and I feel that ail 
exploitation must end. 
As a writer I feel fascinated by the violent exploited-exploiter 
relationship and obsessively delve deep into it instead of taking a 
position against it. That takes me to a point where I feel that this 
relationship is eternal, a fact of life however cruel, and will never end. 
(qtd. in Bandyopadhyay, xlii-xliv) 
The problems of a society are often the problems of power. Inequality, 
deprivation, and poverty are actually the offshoots of the imbalances of power. Moral 
values are normally set by the majority culture, and the people who act against these 
'moralities' are tagged as immoral, corrupt, and evil. Revolts are generally based on 
the feelings of some of the people who think that their voice is going unheard and their 
miserable condition remains unnoticed by the majority or the powerful culture. 
Revolts lead the majority culture to suppress the seditious and protesting voices. The 
power in India has traditionally remained in the hands of upper caste males on 
political level and in the hands of men on domestic level. The concept of class division 
is a new concept in India. Instead of class, India had a division strictly based on the 
caste-system. Everyone did his/her work according to the caste based rules. India had 
serfs and servants (Shudras), traders and vendors (Vaishyas), rulers and warriors 
(Kshetriyas), intellectuals and religious heads (Brahmans), all according on 
conventional and scripture based laws. It is not easy to study power in Indian society 
without keeping in mind the caste-system. In her article "Structures of Power in Indian 
Society: A Response," Mihir Shah writes about the importance of the caste system in 
India that, "Even within the Marxist tradition of scholarship, there has long been a 
recognition that power in India cannot be understood without reference to the caste 
system" (78). 
It is believed that the women in Vedic India used to have comparatively more 
rights, but the scenario changed after the Hindu law book, The Laws of Manu 
{Manusmriti or Manu Samhita) was written. Manu pronounced that women should 
remain under eternal supervision of men. He declared that "In childhood a female 
must be subject to her father, in youth to her husband, when her lord is dead to her 
sons; a woman must never be independent" (5:148). Due to this changed scenario 
woman had to suffer and bear the hardships and subjugation for hundreds of years. 
Advocates of female equality started questioning the prevalent gender inequality in 
India. It happened both on the indigenous level as well as because of the influences of 
the Feminist movement going on in the West. People started critically questioning the 
suppression of women in the beginning of the modem age. Geetanjali Gangoli writes 
in her book, entitled, Indian Feminisms: Law, Patriarchies and Violence in India 
(2007), that the "Feminist movements in India . . . posed challenges to established 
patriarchal institutions . . ." (1). And those who challenged the age old patriarchal 
system were not only the women activists but men, from almost all parts of India, 
supported this human cause. Maharashtra, the Marathi speaking region of India, was 
no exception in this regard. Tendulkar's name is one of the foremost among the artists 
who raised their voice against the subjugation of women. Kalindi Deshpande says in 
this regard that: 
in the history of modem Marathi drama—in fact the entire history of 
Marathi drama—there is no dramatist except Tendulkar who has 
depicted so many shades of female suffering. The hundred year old 
Social Reform Movement [Jyotiba Pholey's etc.] against female 
subjugation seems to come alive in the literary representations of 
women in Tendulkar's plays. (88-89) 
In most of his successful plays, there is the presence of the important female 
characters and these women frequently face the wrath of social violence, physically as 
well as psychologically. Ghashiram Kotwal uses his daughter, Latita Gauri, as bait 
against Nana Sahib in Ghashiram Kotwal. In Kamala, the tribal women of the same 
name, Kamlala, gets sold in the flesh market of one of the remote comers of India. She 
is subjected to the public ridicule in the name of the celebration of her 'freedom' in an 
elite press conference. While the wife of the middleclass whistle-blowing joumalist, 
Sarita, is shown acting like a bonded slave serving her husband. In Sakharam Binder 
the protagonist uses the helpless women of his society as sexual servants in lieu of 
providing them food and shelter. In The Vultures, Tendulkar shows us the 
psychological and physical torture of Rama and her sister-in-law, Manik. The first is 
treated as barren by her husband while she knows that the actual fault lies with her 
husband; while the latter gets kicked up by her real brothers. As a result, her baby gets 
aborted. Sumitra of ^ Friend's Story suffers vehemently and finally commits suicide 
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when she fails to convince the people around her about her lesbian identity. Same is 
the case with Jyoti in Tendulkar's play Kanyadan. She suffers not because of her 
sexual mores, neither is she a vulnerable tribal like Kamla, nor an abandoned lonely 
lady like the women in Sakharam Binder. She belongs to an upper-class, upper-caste 
family with socialist political ideals. Jyoti voluntarily shoulders the burden of her 
parents' ideals and readily offers to marry a Dalit writer who treats her as an animal 
after she gets married with him. He cannot forget the mistreatment suffered by his 
previous generations in the hands of the powerful, wealthy, and upper-caste section of 
the society to which Jyoti is one of the decedents. Tendulkar tries to awaken the 
conscience of his audience as well as the readers towards the injustice done to the 
female folk, either in the name of tradition and modesty or simply through the use of 
brutal physical force by the macho men of our society. 
In feudal order of the monarchical past of India, a common man did not have 
much political value. A common man was less than a pawn on the chessboard of 
power. He was either a slave or a serf; thus a zero-figure and politically negligible 
character in the great drama of power politics, unless and until he was needed to serve 
and suffer in the name of faith and loyalty. The advent of democracy invested a great 
degree of importance in the collective number of common people. M. N. Srinavas 
writes in his book Social Change in Modern India (1966) that "A major change that 
has occurred with independence and adult franchise is the emergence of political 
power as more or less the supreme value for a very large number of people" (186). 
People were told that they are the architects of their own fate in the democratic 
political setup by simply casting their vote in favour of their favourite candidate and a 
desirable political party. Mass media became equally important for the people in 
power and for the political parties aspiring power or already in power. They use media 
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to win the favour of masses by continuous and effective persuasion. Media does not 
only inform people about the events going on in a specific society but it also indirectly 
instructs the masses about how to act. While introducing the book, Media and 
Cultural Studies: Key Works (2006), Kellner and Durham truly believe that "The 
narratives of media culture offer patterns of proper and improper behavior, moral 
messages, and ideological conditioning, sugar-coating social and poUtical ideas with 
pleasurable and seductive forms of popular entertainment" (ix). Vijay Tendulkar was 
himself associated with media; first as an editor of a newspaper and then as a 
screenplay writer in Indian film industry. His association with the press benefitted him 
doubly. The first thing it gave him was the basic knowledge of the victimization of the 
poor, powerless, and common people. And secondly, Tendulkar witnessed the power 
which media wielded on masses. His play Encounter in Umbugland has two pen-
bearing sutradhars (narrators) in it, who continuously announce whatever they think is 
the reality, at every turn in the plot of the play. Surprisingly, the information they 
provide keeps on contradicting their previous version of reality. The gigantic pens 
they wield, symbolize the reach and power of their words. Tendulkar reveals how 
media keeps changing its version of truth with the changing scenario in the corridors 
of power and with the change of the whims of the rulers and the ruling elite. In another 
play, Kamla, the playwright comments on the role of media in society. He makes the 
representatives of, the old vernacular press and the success-oriented new corporate 
media, Kakasaheb and Jaisingh respectively, confront each other. Tendulkar tries to 
show that the old generation of media persons believed in the benevolent commentary 
on the news of crime and corruption to bring change in the attitude of people; while 
the big corporate media believes in selling the news. They do not care for the values 
and change. What they actually are interested in is the obsession with the immediate 
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happenings. They need to cover the crime scene to bring sensation in the news story, 
that sells like hot cakes. Which in return boosts the circulation of their newspapers and 
TRP (target rating point) of the news channels, and people tend to buy whatever they 
sell—ideas or items, comments or commodities. 
The major concerns of Tendulkar's plays discussed in the current thesis are 
man's fight for survival, the social deprivation of women, and the physical and 
psychological victimization of the weaklings of the society. The current dissertation 
comprises of six chapters including the introductory chapter. The introductory chapter 
has tried to provide a brief overview of the tradition of Indian drama from its origin in 
Indian mythology up to the Europeanization of its themes and techniques. The chapter 
also tries to exemplify some of the sociological concerns presented in some of the Pre-
Independence and Post-Independence Indian dramas. Lastly, it tries to accommodate 
Vijay Tendulkar in the tradition of Indian drama and recognizes his contribution in the 
field of Indian drama. 
Although the second chapter of the present dissertation will not be directly 
related to the plays of Vijay Tendulkar but the chapter is included into the thesis in 
order to provide it with a theoretical background. Aimed at to review the 
contemporary discourse on power, the chapter will try to cover some of the major 
contemporary critics, theorists, and philosophers who have contributed to the 
discourse of power. The chapter includes the introduction to the main theories of 
Michel Foucault, Louis Althusser, Friedrich Nietzsche, Antonio Gramsci, Friedrich 
Engels, Ronald Barthes, and some of the feminist and postcolonial theorists. 
The next four chapters are based on four individual and very important 
dramatic works of Vijay Tendulkar. The works have been chronologised in the same 
order in which the compilers of the Oxford edition of Tendulkar's Collected Plays 
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have put them together. The third chapter of the dissertation is intended to provide a 
critique of the man-woman relationship in the play, Kamala. It criticizes the institution 
of marriage in Indian context where the woman has always been expected to remain 
submissive to her husband. Although marriage is biologically an equal relationship, 
but this social contract hardly lets a woman to be on a par with a man. Going back to 
the history of female submission the thesis has endeavoured to come up with a 
concrete proof of the demonization of women in ancient mythologies in which a 
woman was believed to be the vilest temptress and the supreme danger for a man and 
his salvation. The chapter will demonstrate how the focus of victimization changes 
from person to person beyond the marital hierarchy to political authority and 
capitalistic control. 
The fourth chapter of the thesis deals with the similar kind of subject. It 
intends to depict the play Silence! The Court is in Session as a play in which the 
playwright exposes the hypocrisies of the male dominated society. The chapter 
discusses some of the petty middleclass moralities and the position of a single woman 
in the male dominated Indian society. The chapter illustrates how the endeavours of a 
woman to gain financial liberation and her decision to remain unmarried for a pretty 
long time are negatively dubbed as her immoral rebellion and waywardness by her 
male counterparts. The jealousy of the failed middleclass members of her society plot 
her entrapment and try to silence her natural lust for life. The play is a treatise on 
moral slavery and middleclass obsession of controlling and confining the social 
weakling. 
The fifth chapter of the dissertation is based on Vijay Tendulkar's play 
Sakharam Binder in which the protagonist is portrayed as a hedonist and an egoist. He 
tries to create for him a space to accommodate a new and strange kind of morality 
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which rebels from the institution of marriage. Living as a social outcaste, the main 
character of the play lives on the edge of his society and mixes with, helps, and 
exploits the more helpless members—the caste-off women of his society. The thesis 
will try to demonstrate how Sakharam's jealous, hedonist, and egoistical nature makes 
him worse than the people whom he keeps on criticising as inhuman and cruel. 
Although there is certainly an inner urge in Sakharam to change some of the social 
conditions prevalent around him but he fails to do so as his half-baked rebellion is 
only fuelled by his personal crises and his desire to gain dominance over the wretched 
of his society. 
The sixth and the last chapter of the dissertation explores the games of power 
in politics and human relations in one of the Vijay Tendulkar's longest-rurming plays, 
Gashiram Kotwal, which has to its credit more than six thousand performances. The 
dissertation surveys the story of a petty power grabber, Gashi, as a discourse on 
power. Including the exploitation of his own daughter whom he barters for getting 
some sort of influence over his oppressors and opponents, the play dovetails the 
multiple facets of power relationships present in the play: ranging from Maratha-
Brahman animosity (in the historical era in which the play is set), insider-outsider 
suspiciousness, rich-poor disparity, and ruler-ruled mechanism. The thesis will deal 
with the cunningness involved in the politics of deputation. It shows the deployment 
of some of the innocent and energetic people by those who are at the helm power. At 
the end these selected persons are used by hook or crook only to help the political 
leaders to gain points in their power games. They are deceived and used to deceive 
others as is the case with Ghashiram in the play. The dissertation has intended to 
reveal that the deception works side by side with politics of deputation. 
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The thesis is surely relevant to the field of sociology, but not entirely a 
sociological study. The dissertation is quite narrow in scope as it has only aimed at a 
few selected social aspects of the Indian society as presented in some of the selected 
and representative plays by Vijay Tendulkar. 
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Chapter 2 
Contemporary Discourse on Power 
A society is not a unitary body in which one power 
and one power only exercises itself, but in reality it 
is a juxtaposition, a liaising, a coordination, a 
hierarchy, too, of different powers which 
nonetheless retain their specificity, (Foucault, "The 
Meshes of Power" 156) 
Power is an integral part of a social system. A society is unimaginable without 
power and power relationships. The Edinburgh Dictionary of Continental Philosophy 
defines power in its primary sense as "the capacity of something to be or to do or to 
become something" (Patton 467). Power is a phenomenon about which most of us have 
an intuitive knowledge and understanding but when it comes to define it, we are not able 
to do so properly. In general, our notion of power is limited to the direct imposition of 
one's will on others through the use of different measures, which include physical threat 
and psychological intimidation. Going deep into the phenomenon, we can easily criticize 
or negate the above idea of the implementation of power. The history of humanity has 
given rise to different systems within a society. We have, for example the sub-systems of 
values, religion, productivity, and family under the grand order of social system. The 
value-system may, broadly speaking, include in its realm the religions and family systems 
as well. Our "world views, value systems, symbols and shared meanings" also help us to 
maintain a certain "order" and hierarchy in which we function and live our lives in a way 
that we hardly tend to raise any question. It is a sort legitimization of power relationships 
(Joseph 2). 
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Power comes into being at interpersonal level. A single person in isolation is 
powerless to create or exercise power. Foucault changed the concept of power by 
bringing it down to the plane of relations, and relation always needs more than one 
individual to exercise it. Individuals make a society, and society works in the form of a 
structure. In this process the individual who is a unit of this social structure almost loses 
his individuality. Marxist theorist Louis Althusser ". . . felt that the individual should not 
be awarded independent significance in social explanations" (Joseph 13). There are 
different levels in society beginning from personal and familial to social structures. There 
is always a specific mindset or a mode of thinking—related to the day to day life— 
prevalent in a society which is to some extant universally same in all its levels. This 
linkage brings all the structures together within a society and "The links between macro 
and micro levels of social explanation, structures and action, can only be identified if we 
take account of the practices, ideas, and cultural meanings, which mediate between 
them"(Joseph 13). Broadly speaking, there has been always a set of forces active in all 
societies; traditional and experimental, orthodox and unusual, conventional and it's 
alternative. Without generalizing these dialectical oppositions, we can say that a society's 
culture and the behavioural practices of its members are the main factors helpful to throw 
light on its setup. The new and unconventional forces hardly emerge all of a sudden. 
History and culture are the decisive forces prevalent in all societies. New things come 
when old ones are shattered or are too powerless to resist the emerging ones. Thus the 
main thing in a society to decide and monitor power relations is its culture, common 
thinking and history. Different theories and concepts can be used to understand the 
importance of power within a social system. Empiricist theorists generalize the 
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behavioural attitudes of people, while Rationalists neglect the intentions and responses of 
individuals. Rationalists or Rational theorists consider the behavioural attitudes of people 
as their own, thus people are regarded having their own individual ideologies. The 
assumptions that individuals perform actions according to their own needs and demands 
and employ their own rationalities to perform their daily actions can only be judged on 
the basis of an individual's own rationality. We are aware of the fact that a society is 
made up of its individuals and—as Jon Elster writes in his book Nuts and Bolts—the 
"elementary unit of social life is the individual human action. To explain social 
institutions and social change is to show how they arise as the result of the action and 
interaction of individuals" (qtd. in Joseph 13). Individuals act according to their own self 
interests, and their rationality acts as their guiding principle. An individual according to 
this theory has a definite and personal goal to achieve and s/he can use any means to 
reach his goal. For her/him it is "means-end rationality" which is more important than to 
adopt socially acceptable and morally appropriate means to achieve her/his respective 
goal. 
In classical times while competing for success in the field of economy, individuals 
worked together because they knew that they were dependent in one or the other way on 
their society. In this old model, society learns to adjust and keeps on adjusting itself as a 
system. Power does not play a big role in these circumstances as individuals are involved 
in transacfional exchanges in an interdependent manner. Within this competition the 
involvement of power is very meager and thus "its influence can be neglected" 
(Rothschild 9). It is only when power concentrates in the shape of ownership that the self-
adjusting mechanism gets shattered and stops functioning properly. Power comes in the 
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hands of only a few and selected ones who become the authority over all subjects within a 
society. The society seizes to function properly due to which conflict starts emerging. 
Under these ". . . conditions it is power, rather than rationality, which determines how 
conflicts are resolved" (Joseph 24). In fact it is the starting point of inequality in a society 
where the application of rational theory of power faces impediments. When this type of 
inequality prevails in a society, people may use any utilitarian method to overcome their 
problems. When the same condition prevails for a long time, inequality gets 
institutionalized and people accept it as given. People consider themselves to be living 
under a stable social atmosphere and thus they start adjusting themselves. The utilitarian 
model is accepted because: 
. . . it tends to encourage the belief that social and political problems can be 
resolved without tackling issues of inequality in the ownership of basic 
resources and other major handicaps under which some people may be 
living in a society. The current wisdom in liberal theory is that if the state 
is able to 'empower' people to enter the market as producers and 
employees, at whatever level of income is available to them, the problem 
of inequality would resolve itself The inequalities of income or privilege 
which might continue to exist in a society would then be attributed to 
differences of 'merit' between individuals, rather than the structured 
differences of power. (Joseph 25) 
In earlier times state had a limited role to play in the actual state of affairs in a 
society and people had, more or less, to resolve their problems themselves. In 
contemporary times the state has been given every right to intervene into the majority of 
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social activities (cf. Michel Foucault; the concept of governmentah'ty). Individuals are 
powerless to decide upon things. There is always a need to act collectively to overcome 
the problems which an individual cannot handle alone. 
Multiplicities are invented in order to do things for which the individual 
lacks the courage. It is for just this reason that all communalities and 
societies are a hundred times more upright and instructive about the nature 
of man than is the individual, who is too weak to have the courage for his 
own desires. (Nietzsche 382) 
The state employs its legislative powers and thus functions as an independent 
agency to force a society to run smoothly. In fact collective decisions are to be taken as 
equivalent to individual choices. The dividing line between current rational theories and 
earlier utilitarian thinking has disappeared to some degree. In the resultant intermingled 
state, the above theory has gained the colouring of a collectively-individual liberty of 
decision making. The example may be given of the democratic politics, where it is 
assumed "that society is composed of rational individuals who make the choices which 
they believe will promote their interests and preferences" (Joseph 27). For making a 
suitable and correct choice an individual needs access to the right information, which, in 
almost in all the societies, is controlled by the authorities in varying degrees. In an 
indirect way, the decisions made by individuals are also controlled by the state (cf 
ideology, hegemony). In the above definition of Rational Choice theory clearly indicates 
that individuals take decisions to promote their self-interests and subjective preferences 
and their self-interests lead individuals to participate in a collective action. The question 
can be raised about the nature of this self-interest. Is self-interest to dominate others or 
34 
has it a nature of only self-preservation? If a certain degree of power to take decisions is 
allotted to an individual, s/he will use it rather in two broad and different ways: offensive 
or defensive. An individual's usage of power depends upon her/his current state of life. 
Influence has also a role to play while using the opportunity to take decisions. 
Inducement, sanction, reward, and punishment are some of the influences working on an 
individual while s/he has been allowed to take decision. If power is an ability to take 
decision and accordingly on a subjective level, then a decision taken under influences is 
not power at all but in fact slavery to power. If it is taken as a norm, then a common 
individual has hardly any power to take decisions on her/his own behalf It is always a 
dictator-like personality who is free to use her/his decision making potential. 
Since most decisions required the participation of a number of people, 
power could be attributed to a few participants only at the cost of 
simplifying the analysis and using a very restricted definition of power. 
The operational definitions of power used in such theories shared certain 
characteristics. Power in all theories was defined as an attribute of 
individuals, an additional capability they might posses. (Joseph 29) 
In any type of leadership, it is necessary that all or majority of the people support 
and favour a leader, so that he is free to take decisions on their behalf. (It is more relevant 
in a democratic system of government.) It is also necessary for a ruler to be or to become 
a leader in the first place, so that he gives an impression of being a just person. For a 
ruler, a ruling class or a ruling party, it is more necessary to give an impression of being 
just and sincere than being so in reality. This mantra acts at all any level; from 
interpersonal to international. It may include the introduction of coercive rules and penal 
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codes, which are justified for the sake of greater good and the maintenance of law and 
order. It is not necessary that coercion has only to be physical; it can also include 
bureaucratic control, technical management, and administrative planning. Ideology and 
hegemony has an important role to play in this regard. The individuals or the ruled are 
most of the time under the illusionary impression that all decisions are being taken for the 
greater good, which helps them to bear all the hegemonic coerciveness they face. In this 
regard J.J. Rousseau (1712-1778) holds an ideal view about the classical conditions of 
human history. Although he does not explain and give a chronological order to it as 
Friedrich Engels (1820-1895) does. Rousseau's notion of society is not individualistic. He 
sees it as a collective body. In Rousseau's opinion " . . . political society or the state comes 
into being, with the powerful and sovereign General Will as central figure of the society. 
Rousseau thinks of government only as sub-servient agent of the community, which is 
brought into existence in order to implement the decisions of the General Will" (Bhagat 
654). 
Paradoxical to the concept General Will, the flow of information via different 
media reaches to the limited number of people. The information which masses receive is 
either limited or distorted. It is only those people who get the correct information about 
the state of the decisions taken by the authorities who try to safeguard their rights. 
Upper and middle class group generally have access to more information 
than other groups. Traditionally, male and upper class members have had 
easier access to information and opportunities to participate in public 
affairs. In highly stratific societies like India, caste has also traditionally 
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served as a basis of privilege regarding access to knowledge and 
information. (Joseph 33) 
The modem information technologies would have been proved helpful to provide 
quality information to the masses, but "they have probably only contributed to increasing 
the information gap between groups and classes in many societies" (Joseph 33). The lack 
and distortion of communication is responsible for keeping the people in a constant state 
of unawareness. The limited and privileged ones, who get information regarding the 
functioning of government, add to the miseries of common folk by securing benefits for 
themselves as they are in a position to do so due to their being on the higher rung of the 
information ladder. There is one more reason for remaining deprived and unprivileged 
continuously or for a longer span of time; the lack of not only information but also of 
avenues or has the availability of a greater range of choices is comparatively more 
privileged and powerful than those who have none. 
Rational theories of power and rational choice model are basically a mode of 
studying the pursuit of traditionally and culturally approved destinations and ideologically 
preserve goals within a society. It has a close relevance with Marxist concept of ideology, 
Gramscian hegemony, and Barthesian Doxa, which are to be discussed in detail in the 
latter part of this chapter. 
Talcott Parsons (1902-1979), an American sociologist introduced Systems Theory, 
which intended to study society as a system comprising of different subsystems such as 
economic and political subsystems. He holds the view that it is polity which generates 
power, and the main purpose of power, according to him, is to enforce law and order 
(Williams 79-83). Thus power was such a thing for which people, individually or 
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collectively, contested to fulfill their respective ambitions through constraining their 
rivals as subjects. To constrain others from achieving power was for Talcott a way to 
strengthen one's own position as a power-holder. The idea was backed by his earlier 
given zero-sum view of power (Parsona, "Concept of political Power" 332-362). The gist 
of this concept was a notion of limited content of power present within a system; the more 
one possesses meant the less share of it remaining for others. Although Talcott Parsons 
later on abandoned this view, replacing it with organic and positive power, which 
according to him was benevolent for both the parties, i.e. those who possess power and 
those who do not (Parsons, "Distribution of Power" 123-43). Power, according to him 
holds a system together, functioning as an integrating and cementing agent, and giving it 
an organic stability and wholeness. His views are identical with that of the Greek political 
theory given by Plato in The Republic, where both the philosopher king and the populace 
were mere products of power, helping their state to function in harmony. Power according 
to Talcott was a political currency, circulating just like money and helping a system ".. . 
to get things done in the interests of collective goals" (Parsons, "Authority" 206) 
For Talcott, force is not a legitimate synonym of power. It has a limited role to 
play in his Systems Theory and could be used as the last option. As his theory about the 
political system was liberal, he did not favour the use of force. Furthermore, he defends 
power as a legitimate phenomenon because of its difference from coercion and other 
negative facets of force. Another thing which helps him to formulate this assumption is 
the capability of a social system to sustain even after being composed of multiple stake-
holders in power. Parsons is being criticized from various comers of social thought for 
eulogizing power as a legitimate phenomenon. Parson's failure of seeing force as a part of 
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power itself, and his idea of non-presence of those powers which are always ready to 
break the social fabric, seem to contradict with the actual reality. Sarah Joseph observes 
that Parsons has ignored some of the significant social possibilities "such as social 
movements, or mass uprisings" (Joseph 50-51). At the end we can say that Parsons' power 
theory is one-sided, partial and thus insufficient. 
Louis Pierre Althusser (1918-1990), the French neo-Marxist theoretician, 
borrowed from Structuralism the concept of practice, which he used to depict human 
action within a power situation. Although Althusser never dealt exclusively with power 
but he did deal with the problems and issues of power in society. While analysing power 
according to Althusserian terms, we can say that power does not exist only when the 
people in a society think themselves powerful or feel being exploited or oppressed. 
Power, instead, is an element which is a part of, and built within the structure of a society 
and its practices. As the relationships of domination and exploitation are the result of 
social practices, it is out of the realm of conscious efforts and actions of its members. 
According to Althusserian school of Marxist thought, there is no practice other than class 
practice and all that, with which power has to deal, is class struggle. The ruling class has 
always the ideological backing of the institutions of their own making. 
Political classes hold power in society by virtue of extended range of 
institutions and organizations supporting the prevailing mode of 
production. This mode of production cannot be replaced by a different one 
without unseating the current class in power. Hence major political, social, 
and economic change is impossible without class struggle. In that sense 
class struggle is fundamental. (Schmitt 171) 
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To make ourselves grasp this structural reality, we need to transcend the limits of 
mere appearances. Althusser is against the use of empirical knowledge—such as 
Historicism—in social understanding because empiricism accepts perceived experience as 
the whole of reality, which he opposes (Althusser and Bailber 112). Althusser (and 
Bailber) despise the use of linear and projective methodologies of Historicism. He gives 
more importance to the structures of a society than the individuals who are only the 
supportive parts of these greater structures. Individuals become the part of a structure and 
lose their importance as decisive factors in different events within a social structure. 
There may be, whatever contradiction or confrontation, between the substructures of a 
society, but they have their roots in economic base (Althusser, For Marx 254). Althusser 
rejected classical Marxist concept of ideology-as-false-consciousness. He gave his own 
structural version of it. (I shall try to elaborate the concept of ideology in the last pages of 
the current chapter.) According to him, ideology is located in materiality of structures, 
and is systematically imposed on people. He held the view that ideology's systemic 
representations condition the thinking modes of people. Ideology functions as a tool to 
promote the 'unity' of a social system. It makes people loyal to the authorities by 
accepting the dominance of a particular class as natural and given. 
Nicos Poulantzas (1936-1979), one of those who tried to develop Althusser's 
theory, points out that structures are inherently powerless and they only assume power 
form different classes. For example, the structure of state is powerless unless it does not 
come into correspondence with a powerful class (Poulantzas 115). In return the state itself 
favours and works according to the interests of the same class. The above mentioned class 
is none other than the capitalist class and the state a capitalist state. To safeguard the long-
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term interests of the capitalist class, the state formulates such a mechanism with the help 
of which, the decisions are taken and implemented in favour of capital. Both, Althusser 
and Poulntzas, consider power as a feature of social relations which contribute to the 
continuation of the system. In this respect they do not concentrate on individuals. They 
focused from a higher plane only at the broader structure of the society. Their approach is 
macro rather than the alternate micro or individualistic approach. 
While the system theorists like Talcott and others deaU with the functions of 
power within a system, the structuralist Marxist theorists, like Althusser, concentrate on a 
social structure. None of the above theories had much to say about the relationships 
regarding power, culture, history, and knowledge. It is Michel Foucault (1926-1984) who 
developed new theories of power which touch the above mentioned fields of knowledge. 
Foucault regards society as a complicated field of study in which power is a part 
of everyday life, embodied in discourses, cultural and political institutions, and legal and 
medical practices. He brought power from the higher level or from macro scale to the 
micro-processing of social practices. Power according to Foucault is not necessarily 
exercised through penal codes and physical forces. But it is present in every type of 
relationship. So to speak, Foucault does not give much importance to individuals in his 
work as he is more concerned with social system, history and to some extent with politics 
(he himself was a member of the French Communist Party for some time but he left it 
when it supported Russia's military invasions on some other countries). For Foucault, 
power is not something which is imposed on others; it is rather a network of relations 
circulating throughout a society. He does not believe in the notion that power is only used 
by a certain group to oppress and constrain. Even this oppression and constraining is not 
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fruitless. It results in a new behaviour formation ratlier than erasing of repressing certain 
forms of behaviour. While Althusser's model of power is the model of state oppression, a 
one-way traffic of power from top downwards; Foucault's is a bottom-up model of power 
relations which permeate in all relations within a society, and sees individuals not as 
inactive dupes but dynamic subjects. 
He defines power not as an object in the hands of those who were regarded the 
most powerful in a society and who apply it on the lesser powerful people. It is rather 
power which controls the lives of both the powerful and powerless within a society. 
Power for him was not a stagnant object lying passively in the hands of someone's hands, 
but its function was like that of the prime mover in different relations. 
Power must by (sic) analysed as something which circulates, or rather as 
something which functions in the form of a chain. It is never located here 
or there, never appropriated as a commodity or a piece of wealth. Power is 
employed and exercised through a net-like orgainsation. And not only do 
individuals circulate between its threads; they are always in the position of 
simultaneously undergoing and exercising this power. In other words, 
individuals are the vehicles of power, not its points of application. 
(Foucault, Power/Knowledge 98) 
Michel Foucault does not analyze power as a descending process, he has rather an 
ascending model for it. By narrowing down power to interpersonal level, he is not 
encroaching upon state power. Instead he brought the study of power to a realm which 
was hardly touched upon within the jurisdiction of state power, which was the main 
concern of power theorists. Foucault extends the analysis of power beyond the limits of 
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state. He rejected Marxist concept of the centrality of the state. It is true that the state 
exercises tremendous power through its agencies over individuals but at the same time the 
state is not able to cover the whole arena of basic power relations. Be it a relation between 
friends, parents and children, teacher and students, all relations between people, are 
power relation. 
To relate power with knowledge was one of the historic achievements of Foucault. 
Although he negates the value of that type of knowledge in which it is viewed as 
completely objective and universal. For Foucault knowledge has its roots in history and 
culture, and in both ways it is connected with the concept of power. While going into 
history, Foucault had two concepts about knowledge; epistemic and discursive. By the 
advent of science in the modern age, the resultant scientific knowledge has been 
employed to regulate, constrain, and maintain law and order. The humans have got graded 
as sane and insane, law-abiding and criminals by the use of this knowledge. Foucault is 
not interested much in what is known at a particular period in human history but he is 
more interested in those thinking modes which lead us to know specific facts rather than 
others. In his essay "Power Talk", he observes that "it is not possible for power to be 
exercised without knowledge, it is impossible for knowledge not to engender power" (qtd. 
in Mills 69). In this way he proposes the formation of a new compound, 
power/knowledge, to state their interdependence. While focusing on the production of 
knowledge he argues that it gets generated whenever there are imbalances of power 
between the involved parties. 
Because of the institutionalized imbalance in power relations between men 
and women in Western Countries, Foucault would argue, information is 
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produced about women; thus we find many books in libraries about women 
but few about men, and similarly, many about working class but few about 
the middle classes. There may be book about the problems of Black 
people, but not about Whites. Heterosexuality remains largely unanalysed 
while homosexuality is the subject of many studies. (Mills 69) 
Later on the same concept was adapted and reproduced by not only gender 
theorists but also by postcolonial theorists like Edward Said. 
In the process of knowledge generation, Foucault argues that knowledge is far 
from being a search for truth; instead, it is power which operates in the processing of 
information which is afterwards given the name o^ fact. A process of exclusion and 
choice is all the way involved in it, according to which facts are ratified. In this regard the 
example may be given of a media report, which is generally assumed as factual and based 
on reality by a television viewer or a newspaper reader. But we do not take heed of the 
complex process of editing and exclusion through which the piece of news reaches us 
while we are going through it. In modem societies, truth is being seen as the product of 
scientific research. But do we ever question, why scientific knowledge is considered as 
the embodiment of truth? According to Foucault, the conditions under which truth is 
being produced by the systems of knowledge are not so stable and easy to control as we 
think it to be. In his earlier works, like The Birth of the Clinic and Order of the Things, he 
exposes the limitations of the scientific concepts; as he demonstrates how a conceptual 
reality developed in a particular period of history is contradicted in another age. 
In relation to knowledge and power, Foucault introduced some other terms like; 
episteme, archive, discursive formation, and statement. Episteme, though not a totality of 
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things known as a complex phenomenon of relationships between knowledge in a period 
and the ways and rules by which new knowledge is produced. Thus within a particular 
period there can be similarity between diverse modes of knowledge. It is like a 
complicated web of knowledge which is responsible to create possibilities for the 
production of new statements. While archive is a term used to denote the unwritten laws 
leading to the production of some statements and the totality of the discursive formation 
present in a certain period of time. Discursive formation can be linked to the association 
of statements which yield its impression on common thinking. These discourses or 
discursive formations deal with a similar area of knowledge. And a statement is generally 
made by those who are in a position of power, otherwise their statements will not be 
considered as based on truth. It is an authorised proposition or action presented through 
speech. That is why some statements are thought more authorized than others. The so 
called authorized statements which are generally labeled as truth are circulated in a 
society and thus achieve the currency of common-sense. 
To come out of the web of common-sense statements or know the actual reality is 
a tough nut to crack. It needs an individual who can disengage itself from the present and 
observe its age or time from a detached position. 
In an essay in which he reflects on Kant's reflections on the 
Enlightenment, Foucault places himself in a philosophical tradition 
inaugurated by Kant and concerned with critically evaluating one's own 
historical epoch or 'present'. Foucault called this project 'an ontology of 
the present'..., and distinguishes it from other critical versions of 
philosophy as not being concerned with exposing the general conditions 
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determining tlie production of all truth. An ontology of present would 
instead aspire to unearth the particular historical conditions which 
produced the types of 'scientific' truths peculiar to our society. By using 
the term 'ontology', Foucault emphasizes the metaphysical or interpretive 
nature of this enterprise: his assessment of the history of our 'present' is 
not intended as a definitive statement or unproblematic 'truth', but merely 
as one contribution to an ongoing debate about the nature of the world we 
find ourselves in. (McHoul and Grace 60) 
To know the reality about the present, one has to shun all the connections of 
oneself with the cultural surroundings and modes of knowledge of one's fime. According 
to Foucault's volumes of The History of Sexuality, a sense has got developed in the west 
since the 1960's, about acquiring the knowledge of truth about oneself But, "the moment 
when you think that you have discovered the 'truth' about yourself is also a moment when 
power is exercised over you" (Sara Mills 73). If you create knowledge about yourself, it 
will make you an object of discourse and in this way you will enter into the paradigm of 
power/knowledge. Once people are in a possession of knowledge about you, they are in a 
posifion of exercising power over you on the basis of the content of knowledge available 
to them. What you know about yourself or what others know about you are not "facts" but 
only interpretations. If we follow Nietzsche's dictum that "there are no facts, only 
interpretations" (qtd. in Barry 63)—which Foucault himself also acknowledges saying 
that fact is already an interpretation—there will be no facts only "fiction" available to us 
in the shape of generalized statements of discursive formation. It is not necessary that a 
person will be judged according to her/his subjective findings (O'Farrell 84). 
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Foucault believes that truth is subject to change with the changing worldview. So 
for as the modern universal scientific view is concerned it is different from the archaic 
view of it. For a present day science student truth is available everywhere. What a person 
requires to reveal it is a couple of scientific investigations and the help of few tools and 
equipments. This truth is subject to experiment and it can be known by any person who 
follows a definite set of scientific laws and formulae. While the archaic view of truth is 
much different from the empirical reality. It was known only through events like 
revelations to the prophets or through miracles of holy and learned men and was not 
available to each and everyone. 
In his lectures at the College de France in 1970 and 1974 . . . Foucault 
argues that a continuous and all pervasive universal view of truth replaced 
an older and much more archaic view which saw truth as something rare 
and discontinuous that had to be carefully sought out. The modern view 
represented by science saw truth as inhabiting the entire world. All one 
needed was the right scientific instruments and methods to discover what 
was around in abundant evidence. In opposition to this there was the idea 
of truth as an event, a truth which appeared in rare locations such as Delphi 
which housed the oracle, or during the 'crisis' of and illness in pre-
eighteenth-century medicine. It was also a truth that could only be accessed 
by chosen few as prophets, the wise and the mad, who had performed the 
right exercises and rituals. Foucault characterizes the oppositions between 
these two positions as an opposition between the demonstrative truth of 
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scientific knowledge, versus something he calls 'truth-event'. (O'Farrell 
93) 
Science has ritualistically universalized individual as its subject of knowledge. 
The individuals who were regarded prophets and sages according to the earlier world 
view may be thought as mad men in present scientific age. It is also same about those 
scientists (and their scientific theories) who were considered believing and acting against 
the commonsense of their religion and age. In this regard we have the known example of 
Ptolemy's unscientific geocentric view of the universe which was highly acclaimed for 
centuries even after the advent of Copernicus' heliocentric view of the universe. The new 
scientific knowledge exercised a tyrannical power in the post-renaissance era. The 
dominance of scientific truth has given rise to a thinking mode where only the objective 
knowledge is permitted to enter the realm of truth, while the unscientific knowledge is 
recognized as untruth. The truth is truth only if it is backed and supported by the 
authorities in power. It means that until and unless a specific knowledge is not supported 
by authorities—religious, scientific, bureaucratic or technocratic—the truth is equal to 
untruth. If a certain production of knowledge negates or confronts power, power tries its 
best to eliminate such type of knowledge production. A favourable truth gets enforced by 
disciplinary power to help itself to remain in dominance. Such type of truth is produced 
and circulated among people in a particular nation, community or a society, through 
institutions of religion, education, and media. In this regard it is apt to discuss some of the 
traits of disciplinary power propagated by Foucault. Discipline is quality of power which 
helps those in power to regulate the behaviour of the people in a society. 
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Discipline consists of a concern with control which is internalised by each 
individual: it consists of a concern which with time-keeping, self-control 
over one's posture and bodily functions, concentration, sublimation of 
immediate desires and emotions—all of these elements are the effects of 
disciplinary pressure and at the same time they are all actions which 
produce the individual as subjected to a set of procedures which come from 
outside of themselves but whose aim is the disciplining of the self by the 
self. (Joseph 43) 
Through the strategies of discipline, the behaviour of people is institutionalized 
according to the contextual need and requirements. There is only a slight difference 
between the behavioural codes meant for places and institutions like the prison, the 
school, the university, the army, and the workplace. Although the concept of disciplinary 
regimes is that the prison behaviour has got extended to the other settings of human 
behaviour. Individuals are subject to the institutionalized setting of social behaviour. One 
of such examples, which Foucault draws from Jeremy Bentham (1748-1832), is the 
architectural device of Panopticon; where the minimum number of invigilators is needed 
to control and modify the behaviour of the maximum number of subjects such as the 
prisoners within a jail. By making use of this mechanism there is no need of physical 
power, violence, weaponry, or material bondage. Just a simple gaze is sufficient to mould 
the behavioural practices of people. Bentham's Panopticon may be seen just as an 
example of or a prototype of modern technologies of surveillance due to which a greater 
number of people are made conscious of the presence of a remote observer, who is 
critically watching their individual activities. A person in a busy street, shopping mall or 
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in a hotel can be easily located and kept under constant vigil by the use of closed circuit 
cameras (CCTVs). On a much larger scale the same function can be performed by spy-
satellites orbiting the earth. The jurisdiction of such technologies is not only limited to 
public areas, even the activities of an individual can be traced when s/he is working in 
her/his private chamber working on a computer and surfing the internet or even talking to 
someone on a cell phone. Each computer is assigned a unique Internet Protocol address 
(IP address); with the help of which not only a log of visited sources of information is 
maintained but the technocrats can also keep the track of all sorts of communication made 
by an individual. Same is the case with telephonic conversations in the present day 
societies. 
Mechanisms of power are facilitated further by some techniques of the 
organization of space and activities. Most of the spaces are transformed into the 
institutional enclosures, which means that the inmates are scarcely or never allowed to 
move out of these within a specific span of time, depending on the nature of the enclosed 
institution and its inmates. Prisons, schools and workplaces such as factories are among 
such enclosed institutions which force people to remain confined to a limited spatial 
boundary. Even these enclosures are further divided into smaller spaces, such as cells, 
classrooms, sections, and units which keep criminals, children, and factory workers 
confined to their respectively assigned places. Same is the case with the organization of 
activities and behaviour of some sections of the society which are assigned specific tasks 
to be performed according to a predefined timetable. It also takes place in the institutions 
of schools, factories, and army. People are "trained to perform the same set of movements 
at the same time, for instance army drills or marching, or reciting lessons together." 
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(O'Farrelll03) This is all in accordance to the theory of Foucault's productive power. 
Through the use of disciplinary power, particular types of behaviour are produced among 
people by regulating their day-to-day activities. In ancient periods, such as the Greek 
civilization, the state government was not directly responsible for the biological 
requirements of their citizens. Whereas the modern governments made themselves 
responsible for the conditions and activities of their citizens in order to control them. Thus 
the biological processes such as "births, deaths, sexual relations, sickness, disease, bodily 
hygiene" came under the realm of the supervision of the state's disciplinary powers 
(McHoul and Grace 61). In earlier times the governments would confine their machinery 
upon the legal affairs and made their powers felt and purposes achieved by the 
employment of physical violence. Power, which had its control largely on death, indulged 
itself with the lives of individuals. With the help of disciplinary mechanisms, power made 
its access to the grass-root level of the daily lives of human subjects. 
Power would no longer be dealing simply with legal subjects over whom 
the ultimate domination was death, but with living beings, and the mastery 
over them would have to be applied at the level of life itself; it was the 
taking charge of life, more than the threat of death, that gave power its 
access even to the body. (Foucault 142-3) 
In earlier mechanism, the aim of power was to accumulate "wealth and 
commodities", land and property, but the modern mechanisms of power transformed men 
and their individual bodies into commodities in order to extract "time and labour" 
(Foucault, Power/Knowledge 104). Foucault calls this accumulation "bio-power" (186). 
By living under a constant disciplinary regime of power, the human bodies manage to 
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Internalize the disciplinary traits. It is what happens most visibly in prisons and the 
institutions of army. With the help of disciplinary regimes of spatial distribution, control 
over activities and the organizational segmentization of the individuals have been reduced 
to their effects. What Foucault says about the normalization of individuals after remaining 
under a rigorous phenomenon of disciplinary pressures, is an interesting and ironical 
result of such activities. Foucault writes that: 
The individual is not to be conceived as a sort elementary nucleus, a 
primitive atom, a multiple and inert material on which power comes to 
fasten or against which it happens to strike, and in so doing subdues or 
crushes. In fact, it is already one of the prime effects of power that certain 
bodies, certain gestures, certain discourses, certain desires, come to be 
identified as individuals. The individual, that is, is not the vis-a-vis of its 
prime; it is, I believe, one of its prime effects. (Foucault, 
Power/Knowledge 98) 
Power regimes mostly concentrate themselves on the individualized subjects in 
order to normalise them, than the less individualized subjects because the latter have 
already gone through the process of normalization. 
Michel Foucault changed the way power was regarded before him by philosophers 
like Hobbes, who thought that the place of power had its place in the body of sovereign. 
In his theory on power, Foucault snatched it from the elites of the society and distributed 
it among all in varying degrees. He showed how power works in the shape of a web rather 
than, its earlier thought of, linear and one dimensional notion. The authors of the Foucault 
Primer: Discourse, Power and the subject define power on Focauldian guidelines as 
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"nothing more and nothing less than the multipHcity of force relations extant within the 
social body" (84). 
Although Foucault does not give any importance or at least any central place to 
economy in his mechanism of power, but Marxist thinkers do not see power present in 
every nook and comer and at each level of a society. They believe in the idea of power 
that is being retained only by a specific class—the class which has control over the 
capital. The capitalists, whether they are directly in government or have an indirect say, 
remain the real rulers because of their financial power. 
It is the ruling class because it is sufficiently powerful, by virtues of 
owning and controlling the means of production, to arrange the society to 
its own advantage. Members of the ruling class hold the positions of power 
and importance in industry, in commerce, and, in some cases, in the 
government. They are influential in colleges and universities because they 
sit on the boards of trustees or give large donations to such institutions.... 
They own and therefore have a good deal of control over media. (Schmitt 
162-163) 
The idea of power in Marxism is related to exploitation. The class, which owns the 
means of production and the mechanism of distribution, is free to exploit those who don't 
have it and who only work for them as wage earners. Even the religious and cultural 
institutions are to be believed working as the handmaid of this capitalist class. Marxism 
believes in class struggle to remove the political and industrial elites—the bourgeois— 
from the centre of power and put all the power in the hands of proletarians or waged 
workers which comprise general masses. The power in the hands of the rulers is not only 
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the direct one, gained through physical force and harsh laws; the regimes of power also 
practice their authority and supremacy in an indirect form by creating a favourable 
environment for themselves to remain in the powerful position. Hegemony and ideology, 
developed by Antonio Gramsci and Louis Althusser respectively, are such concepts 
which have gained large circulation in the neo-Marxist thought. 
Antonio Gramsci, who gave the concept of hegemony, had been the General 
Secretary of Italian Communist Party and was imprisoned by the Fascist State in 1926. He 
continued to remain in the prison until his death which occurred in 1937. It is the result of 
those years that he could give a theory of hegemony which was to be included in 
twentieth century Marxism thought. His theory lies in fragmented form in his prison notes 
{Quaderni del Carcere). The central note of the theory of hegemony is that man is not 
ruled only by force alone, but ideas also perform their vital role. Marx mentioned, in the 
Communist Manifesto "the ruling ideas" of "the ruling class" (26). Gramsci gave the same 
term a new dimension and brought it out of economic paradigm were it had earlier got 
stuck in. There is no doubt that every form of government is authoritative in its own right. 
It is the ruling class which dictates the terms and the ruled ones have to accept and act 
upon the set guidelines. The concept of hegemony contradicts with this kind of 
dictatorship. According to Thomas R. Bates, hegemony is simply a "political leadership 
based on the consent of the led, a consent which is secured by the diffusion and 
popularization of the world view of the ruling class" (Bates 352). Hegemony functions 
when the ideas of the ruling class are transmitted into the ruled people's worldview in 
such a way that it becomes a part of their cultural and traditional lifestyle and way of 
thinking. Hegemony in this way assumes the role of cultural leadership. 
54 
This negation of economics leads Gramsci to revise the concept of Marxian 
superstructure into a new way and divides it into two parts; civil society and political 
society. Civil society helps to shape and reconstruct the public consciousness through the 
functions of its members such as the teachers, the journalists, the priests, and so on and so 
forth. They function and reformulate the political and social ideas in a private social 
paradigm, on a microscopic scale. While the political society works in a public domain of 
law-making, and maintaining law and order. It functions in a direct and holistic manner. 
The rulers have their influence on both the levels. In civil society the intellectuals 
introduce a view which is most of the time favourable for the ruling class. They are the 
main culprits to give circulation to the hegemonic order in the civil society. In this way 
they convince masses to function according to the will of their rulers. They are persuaded 
to think the good of their rulers as their own good. If these intellectuals do not succeed to 
create a collective consensus, the ruling class uses coercive machinery to crush the 
rebellious thinking. Among them it is the intellectuals of "the historically progressive 
class" who are listened to and followed by the thinkers and intellectuals of other groups 
(Bates 353). It is necessary for a liberal state to create hegemony. The failure of 
hegemony means the lack of consensus, which in turn means the possibility of an uprising 
and finally results in the use of power by the state. The hegemony creates liberal state 
instead of a dictatorship. According to Gramsci, every new major change in social or 
political sphere is in its beginning a dictatorial process. If it succeeds to create a genuine 
hegemony (in a preferably shorter span of time), it ceases to be a dictatorial change and 
thus initiates a phase of stability. The intellectuals of the civil society propagate the ideas 
of the political society. They are indirectly the instruments of the state. The concept of the 
Hegelian state or the "State-as-Educator" (Bates 359) comes into existence through the 
seducing means of the state, directly and indirectly. 
Most of the time people do not support the newly emerging revolutionaries 
because of their subordination to the force and the worldview of the ruling class (Bates 
360). All this happens unknowingly. The moment a person is conscious of this fact, he 
starts himself liberating from the fetters of the cultural hegemony of the state. To awaken 
the consciousness it is necessary to have an intellectual bent of mind. No common person 
is capable of awakening his self-consciousness. It is also a fact that each and every 
society has its own thinking modes, whether religious or cultural. These speculative or 
transcendental realms have to be integrated with the hegemonic thought in order to make 
the state run smoothly without any friction. Gramsci does not believe in any way on 
democracy and universal suffrage. For him the polling booths are "mere forms", while the 
real control lies in "cultural organizations" and with the help of the hegemonic tools of 
force and consensus, the "parliamentary game" remains only an "illusion of popular 
sovereignty" (363). As the means of communication are mostly under the control of the 
ruling regime, they allow only that part of information to be spread among the masses 
which is favourable for them. The "public opinion" which in modem democracies is 
believed to have the vital potentiality, is nothing but the result of a controlled flow of 
information and figures. It is why whenever the state starts an "unpopular action"; it first 
of all tries to create a favourable "public opinion" (363). Using war terminology, Gramsci 
says that the cultural organizations and the bureaucracies are as effective as the "trench 
system" in warfare is, and "a state wins a war to the extent to which it prepares itself in 
peacetime" (364). The revolutionaries can only defeat a state if it is suffering from an 
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organic crisis. An organic crisis is a crisis in the hegemonic system of the state, where the 
people have no faith in their state and national leaders. 
Gramasci's hegemony has another replica in the form of ideology developed by 
Louis Althusser. Although much has been written and said about ideology but nobody has 
yet given any "adequate definition of ideology" (Eagleton 1). Karl Marx calls it "false 
consciousness" and relates it with the ruling ideas because he says that "[t]he ruling ideas 
of each age have ever been the ideas of its ruling class" and thus a distorted view of 
reality serving the interests of the ruling class (Marx and Engels 33). Louis Althusser 
enhances the study of ideology further and differentiates the ideology in general—which 
functions as a cohesive force in society—from the ideology as a tool in the hands of the 
ruling class assisting them to maintain their dominance intact. Ideology, he says, is 
different from the repressive machinery of a state; although it has the same end, that is, to 
help the ruling class maintain their ruling position. Thus he believes it to be working in a 
structured way and names it as "Ideological State Apparatus" (Althusser, "Ideology" 
142). In support of his argument he gives the Marxian logic: 
As Marx said, every child knows that a social formation which did not 
reproduce the conditions of production at the same time as it produced 
would not last a year. The ultimate condition of production is therefore the 
reproduction of the conditions of production. (Althusser "Ideology" 127) 
The "reproduction of the conditions of production" means not to let any change in 
a social setup. The workers are paid wages so that they could be in a position to keep on 
working and are not given enough financial freedom to grow lest they outreach or reach 
up to the status of their employers. This reproducfion of condition of production is not 
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only limited on day to day basis, the process is spread over generation. We know which 
kind of education is given to the students in educational institutions. They are generally 
taught only the "know how" to befit their future positions of menial or managerial 
professions. Seemingly it looks like as if the new generation in educational institutions is 
being taught only the skills to help them in their professional future careers, but this 
process also includes: 
a reproduction of its submission to the rules of the established order, i.e. 
reproduction of submission to the ruling ideology for the workers, and a 
reproduction of the ability to manipulate the ruling ideology correctly for 
the agents of exploitation and repression, so that they, too, will provide for 
the domination of the ruling class 'in words'. (Althusser, "Ideology" 132-
133) 
The state, which was earlier seen as using repressive tools, such as the institutions 
of court, prison, and army, to keep their subjects in submission, have yet one more way to 
achieve the same and using the peaceful means of Ideological State Apparatus. This 
apparatus includes religious, educational, legal, family, media, and cultural institutions 
within a society. While using the repressive means to maintain their grip on power, the 
ruling class has to use violent methods or so to speak physical force; the other involves no 
violence at all. The Ideological State Apparatus includes religious, educational, legal, 
family, media, and cultural institutions. One more difference between the two is that the 
first one is public and the other is generally thought as private. David Hawkes sums up 
Althusser's ideology as "the imaginary way in which people experience their real lives, 
the ideal representation of a material process." (121) There is yet one more theory which 
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works in the same fashion as does hegemony and ideology and Ronald Barthes calls it as 
Doxa. 
Ronald Barthes is one of those theorists who always wrote from a position— 
whether for biographical or intellectual reasons—outside of established norms and thus 
outside the positions of power (Allen 3). In his works like, Writing Degree Zero, 
Mythologies and The Fashion System, he criticizes the inclination of bourgeois society 
towards giving a natural meaning to every artificial object or process. Like Derrida, he 
tries to deconstruct the idea of myths and revolts against the concept of authority, for 
example that of an author over a text. As he revert myths in his earlier work. Mythologies, 
he invents new terms like Doxa and Paradox in his book Roland Barthes by Roland 
Barthes. The two terms, as he himself says, are dialectic in nature. Doxa is what has been 
commonly thought and upheld as equivalent to nature, while Paradox is its very opposite. 
He writes that these are as different as a "popular opinion and its contrary ..., the 
stereotype and innovation, fatigue and freshness, relish and disgust: / like /1 don't like" 
(Barhtes, Roland Barthes 68). 
Doxa is the commonsense or the cultural-sense which has got assimilated by the 
majority of people living in a same culture. When this kind of sense prevails for a long 
span of time and is exercised by the majority of people living in a society, it appears as 
natural as nature itself While defining Doxa, Ruth Amossy observes: 
. . . Doxa appears under various guises, such as public opinion, 
verisimilitude, commonsense knowledge, commonplace, idee recue, 
stereotype, cliche. Broadly speaking, however, all this is considered true. 
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or at least probable, by majority of people endowed with reason or by 
specific social group, can be called doxic." (Amossy 369) 
Doxa should not here be considered as an exact term for ideology. It is not related 
to the Marxist superstructure and infrastructure, or based on materialist philosophy. "It is 
rather vague notion referring to what is thought, imagined, said in a given state of 
society." (Amossy 375). It has a directed resemblance with the concept of myth, which is 
in "Barthes's eyes a false self-evidence; it is a culture deceitfully presented as nature" 
(375). 
It was not Barthes who initiated the concept of Doxa. It was already there and has 
its origin in the Greek term Endoxa, which is an opinion or opinions that have authority 
because they are the part of general conformity. In ancient Greece this type of general 
consensus had not as wide a range as it has in modem democracies, because the 
barbarians, slaves, and women were not allotted any right in decision making (Anossy 
371). Barthes' contribution is that he related it to power and provided the term a wide 
circulation until it became a known term in literary circles. He simplified the concept as a 
general public notion and related it with commonsense and ordinary opinion. It may be 
logically Aristotle's notion "probability" but it works in a society as "the collective 
censorship oipublic notion" (Pierrot 428). It is the philosophy o^ Doxa which underlies 
the modem system of democratic governance, where the will of majority rules. 
Doxa is not only active in public realm but in textual sphere too. Barthes tries to 
show how potent it is when he confesses in his work Roland Barthes by Roland Barthes, 
that there is always the presence of a "word thought" which has a ritualistic presence in a 
text. This word thought may be connected to Doxa as it seems to give an intellectual 
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colouring to the imagination. It is Doxa which speaks for a writer. While writing, a writer 
has to deal with two things; his own imagination and the ideology which surrounds him 
and of which he himself is a part. Ideology may not be purely external to the writer but it 
always has a contaminating power (Pierrot 429-431). Same is the case with the 
individuals living in a society who have to get affected by Doxa whether they wish to be 
or not. Doxa acts forcibly to restrain the freedom of a subject. In case the subject resists 
and hunts for new concepts, the process leads him to search to a Paradox. Barthes writes 
that it is ironical when the newly searched Paradox "turns bad, [and] Itself becomes a 
new Doxa.'' (qtd. in Pierrot 432) An ideology is consistent and is there as an established 
truth because it has passed the tests of time and thus claims to be consistent. The counter-
ideology replaces it only when it proves its validity. Finally it too becomes itself a new 
ideology and loses the status of counter-ideology; Paradox turns into Doxa. (Paerrot 433). 
The cultural codes are present in the utterances of proverbs and maxims, 
supporting it and maintaining the ideological stability in a society. This cultural memory, 
in the form of cultural cliches, can only produce certain stereotypes and has less or no 
capacity to produce anything wholly new or revolutionary. Its little changes are cyclic and 
replications, if any. The contribution of Roland Barthes is to preserve a Greek concept 
and assign a current and apt meaning. 
What is original in Barthes's thinking about doxa, running through his 
work on classical rhetoric, on the Mythologies, on literature in S/Z, and in 
the Roland Barthes, is first that he makes the connection between the 
Aristotelian meaning of the Probable and the modem doxa in the new mass 
culture: he shows doxa as an denunciative force with an insidious power. 
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insinuating itself into everyday speech, exerting the imperious strength of 
well-established accepted ideas, like a fantasy that one cannot shake off 
(Pierrot 440-441) 
Thus we have seen that there are a lot of similarities between the theories of 
hegemony, ideology, and Doxa. All of them disregard the common thinking of masses 
and do not think it as correct one because the commonsense is always tinged with the 
ruling ideas of the ruling class who have rather their self-interests to look of than to let 
reveal the genuine awareness among the common people. The study of power is a 
multidimensional area and is difficult to be covered in a shorter study like the present. 
Power does not function only in the Marxian mode of haves and have-nots. It has other 
hues and colours attached to it. Gender, sexuality, colonial, and race and ethnicity are 
some of the factors which have their tremendous impact on the power relationships. 
Gender difference is an issue which has been time and again raised by the feminist 
thinkers. Their main argument is that females have been dominated by the patriarchy not 
only in familial matters but also in the larger social setup. Chris Weedon defines 
patriarchy as: 
The term 'patriarchal' refers to power relations in which women's interests 
are subordinated to the interests of men. These power relations take on 
many forms, from the sexual division of labour and the social organisation 
of procreation to the internalised norms of femininity by which we live. 
Patriarchal power rests on social meaning given to biological sexual 
difference, (qtd. in Hodgson-Wright 3) 
There are different kinds of feminisms today; most of them believe that women as 
a group are being deprived of their basic right to equaUty by the patriarchal social order. 
This is because men have been dominant throughout the history in almost all walks of 
life. They challenge that the femininity is not a natural phenomenon and is rather rooted 
in culture. Woman has been constructed as man's Other thus confined to the marginalised 
position. Simone de Beauvoir, the well known French feminist, believes that gender roles 
are acquired by individuals from the very early age and are constantly reinforced. She 
famously claims that "One is not born, but rather becomes, a woman ... it is civilisation 
as a whole that produces this creature" (de Beauvoir 267). Judith Butler enhances de 
Beauvoir's arguments by saying that gender is "performative" rather than being an 
essential thing in itself (Butler 25). She asserts that the category of "women" is produced 
and restrained by the power structures present in a society (2). Some Third World 
scholars, like Gayatri C. Spivak in India, Ngugi wa Thiong'o in Kenya, and Rey Chow in 
China, engage themselves in a dual task of analysing colonial and indigenous patriarchal 
power and reveal how females were not given their proper place in subaltern cultural texts 
and resistances (Sagar 564). Feminists advocate emancipation as well empowerment of 
women not only in the outer world but also in their respective homes. They seek political 
representation and economic stability for women as a whole. It is mainly due to the 
struggle of such women that women have got the basic right to vote in the modern 
democratic setup, which was otherwise barely given to them in history. But there is more 
to be done in this regard because women are still rendered powerless and regarded as 
second class citizens in orthodox and traditional societies. 
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Although there is only one "race" according to human biology but different 
cultural ideologies have divided humanity into different races and ethnicities. People have 
also been discriminated and marginalized for belonging to different ethnicities and having 
different skin tones on the basis of power and politics. Humans have not only been 
colonised but also brutally treated and turned into slaves in human history. Slavery is no 
more practiced now a days but the hatred is still there in some cultures because of tolerant 
feelings. In the current global age some of the marginalized ethnicities have resisted their 
discrimination and have decided to regain, maintain, and celebrate their identity. Such 
"[a]n example is Negritude, which called on people of African descent across Africa, 
Europe, and the Americas to forge a collective identity beyond national boundaries, 
recognize their shared history of oppression and resistance, and celebrate and preserve a 
common cuhure rooted in Africa" (Sagar, 563). In India there exists a similar problem in 
the shape of Dalit oppression and discrimination which has been practiced from a very 
early age of Indian history. Dalits, previously known as Shudras and considered 
untouchables and presently known as Scheduled Castes, have been deprived of their right 
to education and equality. They were assigned only one duty, and that was the service of 
higher caste Hindus (Manu 4:80-81, 8:412-413). 
The structures of power vary among varying societies and cultures. We know that 
the human civilizations do have similarities all over the world as it has its differences. 
Power structures may have the same psychological foundations based on each 
individual's egoistic makeup but as the social structures vary so may be the functions of 
power relations. We in India have a different social structure than that of the West; 
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Chapter 3 
Obedience or Intimacy: The Treatment of Man-Woman 
Relationship in Kamala 
In our country, family as the basic social unit consists of a 
structure of power with a definite location in space. . . 
The male is the official head of the family, who is the 
provider of food, shelter and clothing and also the 
defender against attack from other males. The female is 
the bearer of children and nourisher of all members of the 
household. (Dey 145) 
Marriage is believed to be a global phenomenon; a universal cultural feature of 
almost all the civilizations of the world. Although marriage is a widely practiced 
socio-cultural feature of all societies, this practice is at the same time not easy to be 
defined in simple terms. The English social anthropologist, Radcliffe-Brown, defines 
marriage as "a transfer of rights in the new spouse. These are rights of sexual access, 
rights to claim offspring, and rights to the spouse's labor" (qtd. in Hendrix 74), 
Whereas the western tradition, according to Radcliffe-Brown's definition of marriage, 
gives priority to the partner's "sexual access" more than the "claim" to offspring and 
"rights to the spouse's labor," the Indian institution of marriage has a relatively 
inverse preferential order of the aims of marriage. Indian cultural norms consider 
marriage primarily as a religious duty of men and women. K. M. Kapadia writes in his 
book Marriage and Family in India that, "The aims of Hindu marriage are said to be 
dharma [religious duty], praja (progeny), and rati (pleasure). Though sex is one of the 
functions of marriage it is given third place, indicating thereby that it is the least 
desirable aim of marriage" (167). In Indian society, marriage is believed to be a 
spiritual and lifelong bond between the two people. According to the common Hindu 
belief a husband and wife are destined to be together here and hereafter. The seven 
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circles around the holy fire, lit at the time of marriage ceremony, are symbolically 
seen as the vows to live together for not only one, but throughout the seven cycles of 
births and rebirths. Even Sati—the cruel tradition of the past time—had the 
significance of fulfilling the responsibilities of togetherness even beyond the funeral 
pyre. Unlike the European Judo-Christian practice, the concept of divorce is seen as a 
foreign custom by many Indians. According to Kapadia "The principle of divorce is 
alien to the social pattern in which Hindus have been living for centuries" (Although 
divorce is allowed according to the Hindu Marriage Act 1955) (187). He further adds 
that, "A marriage is said to be sacred . . . The parties to the marriage cannot dissolve it 
at will. They are bound to each other until the death of either of them; and the wife is 
supposed to be bound to her husband even after his death" (168). According to the 
socially sanctioned norms, marriage is the mother of all familial relations within a 
society. If we implement the above mentioned criteria on marriage, we can easily 
decipher that the relationship of a married couple is one of the most important and 
intimate relations in the world. The same social institution of marriage, which insists 
on the supreme intimacy between the two married persons, also puts the sinister 
burden of responsibilities on the shoulders of women— t^he wife—of being obedient to 
man. This relationship of intimacy demands obedience from wife, whereas the 
husband, most of the time, acts as the master of the home. In some cases the same 
desirable qualities of a female which are considered as the positive traits in her 
personality to be the companion of the male partner, also make her not only the victim 
of male's assault but also prove the reason of the fury of the other male members of 
the society around her; they see her as a barrier between them and their spiritual and 
moral wellbeing. They ironically put the responsibility of their 'waywardness' on the 
female members of their society. The history of Indian literature is fraught with such 
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examples where a female is seen as a hurdle in man's material or moral success 
because of the male allegations of her so called rationally incapability and morally 
tempting capacities; counterbalancing the Devi or goddess-like image of women fore-
grounded by those people who want only to look at the bright side of the image. 
Robert P. Goldman mentions some of these examples in one of his research papers. He 
writes that: 
The Rigveda's assertion of feminine inconstancy and treachery; the 
early Buddhist literature's dwelling upon the Bodhisattva's revulsion at 
the sight of the unclothed female body; the Buddha's reluctance and 
pessimism over admitting women to the sangha; the shrill misogyny of 
Bhartrhari's subhasitas; the prolonged and bitter Jaina disputes over 
women's eligibility for spiritual liberation; Manu's often-quoted 
rejection of female autonomy; Tulsi Das's famous verse grouping 
women with donkeys, drums, and low-caste Hindus as entities requiring 
beating; and the anthologized verse in which sexual contact with a 
woman is said to undermine the mental, moral, and physical well-being 
of men are but a few salient examples drawn from a vast, well-known, 
and profoundly influential corpus of textual sources providing an 
elaborate and ponderous negative counterweight to the equally well-
buttressed construction of women as idealized lover, wife, and mother 
which the tradition also articulates. (377) 
As a woman was believed to be the vilest temptress and the supreme danger for a man, 
Kapadia aptly mentions Manu's infamous dictum—which degrades women to almost 
an inexpressible degree—that "A man with a hundred tongues, even if he were to do 
nothing else but lecture upon the vilest defects of woman, would not finish them in a 
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long life of a hundred years" (254). Men have created such a huge and horrible sort of 
discourse against (and about) women, throughout the history of mankind, that it 
became very easy for them to marginalise and victimise women. Celibacy was much 
valued in India for the attainment of salvation and spiritual knowledge. Many men 
followed the way towards jungle to free themselves from the distracting shackles of 
the world. Most of them considered woman as one of the supreme deviations. Robert 
P. Goldman further writes that 
In many texts women are idealized as pure, spiritual, and nurturing 
when they are de-erotized and placed in clearly defined and sexually 
tabooed blood relationships such as those of mother, sister, or daughter. 
In others, when emphasis is placed on their sexuality, they are often 
vilified for this aspect of their nature and condemned as temptress, 
seductress, or whore. Thus although women are objectified and corn-
modified as desirable and coveted male possessions, the very sexuality 
for which they are so highly prized is, at the same time, represented as 
dangerous and destructive to men. By such projective devices, male-
dominated cultures have been able to establish a univocal yet 
hegemonic ideology of gender. A central and defining tenet of this 
ideology is that sexuality itself, especially when viewed negatively, 
arises chiefly through the agency of women who are unregulated by the 
societally defined constraints of kinship. This can be seen both in the 
re-current ancient Indian mythic theme of the celibate male sage who 
has sex with an irresistible apsaras and then curses her, and in the 
popular and even judicial attitude of the contemporary world that holds 
72 
women responsible for sexual assaults visited upon them. (Goldman 
375-376) 
Although marriage is biologically an equal relationship, but this social contract 
hardly lets a woman to be on par with a man. She leaves her father's home to live with 
her male partner, who in return acts to fit in the role of a breadwinner and shelter 
provider for his family— including his wife. The world, thus, regards a good marriage 
as a lifelong security for a woman. The male-dominated world hardly considers the 
equal contribution of the females in homemaking. It is believed that 
Almost everyone in India gets married at least once. Marriage 
constitutes a 'natural' state for women and a single or divorced woman 
is considered an anomaly or a failure. Marriage is seen to provide 
women with protection and is an economic necessity for most women 
since most are unlikely to be able to earn enough to keep themselves at 
the same standard of living as they enjoy as the wife of a man from the 
same class. (Mukhopadhyay 134) 
The myth of lifelong security and socio-economic protection proves to be illusive for 
them when a major chunk of Indian women face the problems of marginalization and 
victimization in their own homes. According to the "Official estimates fi-om the 
Ministry of Law . . . over 60 per cent of urban households experience domestic 
violence (defined by the Indian legal system as physical and mental torture), out of 
which only five per cent report the matter to the police and prosecute the perpetrators 
of abuse" (Menon and Johnson 172). Violence is said to be "central to the historical 
development of mankind" (Keeling and Mason 1) while the playwright, Vijay 
Tendulkar, says that "Without violence man might have turned into a vegetable" (qtd. 
in Asthana 19). Whatever be the case, violence can never be justified in any civilized 
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society. Violence has ever been used as an instrument of power and domestic violence 
is seen by many researchers as "an instrument of power used by...men to 
keep...women in their place" (qtd. in Menon and Johnson 172). 
It is seen that the women in poor and working class families, of both rural and 
urban areas, work shoulder to shoulder with their male counterparts. They work as ill-
paid and unpaid workers at construction sites and agricultural farms. The position of 
middle-class educated women is not much different as it should have been. The newly 
emergent middle-class still adheres to the feudal values where women have to be 
subservient to the patriarchal whims. The women of this class may not frequently be 
seen working as manual labourers along with their men in fields and farms but they 
certainly collaborate with them in various outdoor skill-based job markets in addition 
to fulfilling their socially sanctioned house-making responsibilities. But the 
"ideological imperatives, and as well, the fact that most women are unlikely to be able 
. to compete with men on the same terms in the labour market which positions them in 
low-paid and ill-paying jobs, have made marriage the first career choice for most 
women" (Mukhopadhyay 134). Contrary to the western world, where women's 
struggle for equal status in political, economic, and legal spheres has largely 
succeeded, "[m]ale dominance over women is deeply ingrained within the many facets 
of Indian culture" (Kurian 54). The meagre number of Indian women who 
successfully reach to the higher places of power are hardly considered fit for 
occupying such strategic and powerfiil positions only because of their leadership 
qualities and individual worth, unless they do possess the additional qualification of a 
familial (or any other) association with the dominant group of males of their society. 
Alka Kurian writes about the same structured social makeup of Indian polity that "In a 
traditional and modernising society like India that still hangs on to traces of feudalism 
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marked by the concept of inherited rule, the rise of women like Indira Gandhi or 
Jayalalitha is due to family connections" (57). 
The present chapter endeavours to explore the nuances of man-woman 
relationship in one of the Vijay Tendulkar's representative plays, Kamala (1981). The 
playwright has minutely dealt with the problems of inequality and imbalance in the 
relationship between men and women. Just like the play Sakharam Binder, the present 
play, too, contains at least one predominant and central male character in it who is 
either always busy with dictating the terms in order to retain control over female 
character/s or adhering to an already structured mindset that barely gives any 
importance to female members of the society. The playwright has used familial setting 
in Kamala. The play deals with a middleclass nuclear family. The central male 
character—the patriarch—works outdoors, acting as the sole bread-winner for his 
family, expecting a royal treatment after returning from work, while the female 
member(s) remain bound to the four walls of the home. We find an involuntary 
intrusion of a second woman in the nuclear family which stimulates the ripples of 
revolt in the calm environs of the household. Ironically enough, the playwright 
acquaints us with the higher power structures functioning at the broader social level 
outside the domestic circle, which renders even the powerful patriarch incapable to 
cope with. At the end of the play the central male character needs the helping hand of 
one of the victimized women characters to handle the pressing situation. The women, 
who offers their help to the dominating male, does it either out of pure compassion or 
tactfully to gain power over her oppressor— t^he central male character. 
Vijay Tendulkar bases his play, Kamala, on the journalistic adventure of 
Ashwin Sarin, a reporter associated with the Indian Express, who "investigated into 
flesh trade in Madhya Pradesh and purchased a woman 'Kamala' for Rs. 2,300 to 
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establish the trafficking of women, in Shivpuri village" and later on "wrote a series of 
articles exposing the prostitution trade and involvement of political big wigs and 
police in it on 17th, 20th & 30th April 1981 and 2nd May 1981" (Pandey). Like 
Tendulkar's other plays, Kamala too was originally written in Marathi. Priya Adarkar 
translated it into English, helping the play to reach a wider audiences. The playwright 
shows a journalist named Jaisingh Jadhav returning to his home with Kamala, an 
aadivasi (tribal) woman, whom he has bought "dirt Cheap", from some remote flesh 
market. 
Yes. For two hundred and fifty rupees. Even a bullock costs more than 
that. . . . They sell human beings at this bazaar at Luhardaga beyond 
Ranchi. Human beings. They have an open auction for women of all 
sorts of ages. People come from long distances to make their bids. 
(Tendulkar, Kamala 14) 
While introducing Kamala to his wife, Sarita, Jaisingh Jadhav tries to convince her 
that he has bought her for humanity's sake, to do some good to poor and helpless 
women like Kamala, and to expose the flesh trade going on in some remote comers of 
India which the police and the politicians of the country are trying to hide from the 
world. As a caring wife she genuinely questions Jaisingh, "Why must it be you?" (15). 
While pressing Sarita for believing in his good intentions, Jaisingh states that, "[t]he 
police, as usual, washed their hands of it. The Home Minster put his hands over his 
ears. They made the false charge that newspaper-men tell lies. So it fell on me to put 
the noose round the right neck—with evidence" (15). Sarita, the educated wife of the 
journalist, is shocked to know that her husband has indulged in a grave crime like 
human-trade and human-trafficking. She is warned by him to keep this a secret. As 
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always, Sarita abides by the domestic rules. As a good wife, she raises no more 
questions. 
The playwright has set the play on a pan-Indian level. The action of the play 
takes place in Jaisingh Jadhav's house, which is situated in a posh area of the national 
capital, Delhi. Jaisingh, the subeditor of a national daily comes from Punjabi 
background (Tendulkar, Kamala 5), while the nouveau riche Journalist's wife, Sarita, 
hails from an aristocratic family of Karad, a small town in Tehsil Phaltan of Satara 
district Maharashtra. Her's is a family one of whose houseboys "became the Defence 
Minister" of India (5). Their housemaid, Kamalabai, too comes from Sarita's home 
district. And Jaisingh's journalistic stunt is partly performed somewhere beyond 
Ranchi, Bihar (now in Jharkhand); the place from where he brings the tribal woman, 
Kamala, with him. 
Sarita might have become a "regular Delhiwali" according to her uncle, 
Kakasaheb's view (.5). But her dependence on a Maharashtran housemaid reveals her 
uncomfortable relationship with the people from places. Her Maharashtran uncle, who 
pays a courtesy visit to Jadhav family in Delhi, knows this awkward situation. He 
rightly makes a telling comment on Sarita's current position: "Why do you have to 
send for reliable people from Phaltan? You may be highly educated, Sarita, but you 
are still a girl from the old Mohite wadd" (5). Sarita lives with a man who is highly 
professional. His profession intrudes into his personal life to such an extent that his 
wife is compelled to take the burden of some of his professional responsibilities. She 
has to work like his secretary in his absence, noting down the details of every phone 
call related to his professional sphere as well as to take care of every single thing 
related to his comfort. Attending and recording the details of numerous phone calls of 
people asking for Jaisingh seems so exhausting to Kakasaheb that he suggests her to 
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"make Kamalabai sit by the phone?" (4). Sarita cahHSt^ a"^" any attention to 
Kakasaheb's suggestion, as she needs Kamalabai for many more chores than to attend 
the phone calls. "The poor thing [Kamalabai] seems" so much "fed up of Delhi" (5) 
and her workload that she threatens Sarita of leaving the house: "I want to go back to 
Phaltan. Buy my ticket" (4). Kamalabai, a waged servant, wants to quit her job 
because she is free to do so, whereas Sarita, a wife, has no liberties to take. Her high 
education could have helped her to get a good job very easily if she had opted for that. 
But she happened to be, as she observes later on, a "slave" whom her husband has 
"got free—not just free— t^he slave's father shelled out the money—a big sum" (46). 
The social structures of power renders many women, like Sarita, powerless to break 
free from the structured tyranny they face within the four walls at the hands of their 
own kith and kin. Their 'home' does not give them the warmth and liberty as the word 
generally connotes. Linda McDowell observes in one of her articles about the home as 
a site of contestation: 
For most women, the home is a site of social relations that are 
structured by power and inequality of women, despite the rapid rises in 
women's waged employment in the last decades of the twentieth 
century. For too many women, too, the home is a place dominated by 
fears of domestic violence and abuse, where women and children are 
the victims of male aggression. It is also less private than many 
commentators assume. . . . The home is also, as Foucault. . . argues so 
persuasively, the location of self-surveillance that ensures that even in 
the most private of acts the capillary structures of power in a modem 
state make certain that most behaviour conforms to societal norms". 
(MacDowell 15) 
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Displaced from her original geographical and social position and bound to a 
new home in a comparatively alien abode, Sarita has no one to share her thoughts 
with, to mix up with, or to converse with, except her husband and her husband's friend 
circle. Kamalabai is a mere housemaid and there is always a hierarchical gap 
obstructing the intimacy between masters and a servant. And Kakasaheb is just an 
occasional visitor. The only link to the outer world available to her is the telephone. 
Telephone is one of the earliest communicative inventions which helped to bridge the 
gaps between the alienated individuals scattered around the world in different 
geograpHical areas. Instead of helping the alienated people by vanquishing the hurdles 
of distance and displacement, the invention is largely being used for promoting 
business ventures. It is being used as a tool to meet the demands of customer 
satisfaction and to cater the vast array of market related needs. Nonetheless the gadget 
is being regarded as the favourite of housewives who use it to gossip in order to keep 
themselves socially cormected. In her paper on the relationship between new 
technologies and the women, Liza Tsaliki writes that: 
The telephone, one of the earlier forms of information and 
communication technologies (ICTs), is another example of a 
technology with a 'double life'. It was originally designed for making 
business transactions between men, and the industry long resisted its 
'trivialisation' by women, who were using it for 'frivolous gossip'. By 
the 1920s, however, the telephone had become a powerful means for 
enhancing social contacts between otherwise isolated housewives. As 
soon as the industry realised the power of the female market, the 
telephone was advertised for both business and pleasure uses. The 
technology of the telephone brought with it rising concerns about the 
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blurring of boundaries between the public and the private, and created 
unprecedented opportunities for unregulated courtship outside existing 
social norms. Women were considered especially vulnerable to this 
new form of communication technology, as their worldly inexperience 
in gauging trustworthiness made them susceptible to males 
manipulating the intimacy of the telephone. (65-66) 
As for as Sarita is concerned the use of communicative tool becomes a kind of 
obligation for her. Her husband expects her to properly receive and keep the track of 
all incoming phone calls. In other words, she either works as a call-centre executive or 
simply as an answering-machine. Sarita works for her husband as a petty official 
works for his/her boss. The subordinate employee is allowed to be aware of all 
frivolous information but seldom trusted on serious and important occasions. 
Jaisingh victoriously returns to his home with Kamala and conveys the 
message "Mission accomplished!" to his superiors and asks for "Even more publicity" 
than a mere "front-page news item" (Tendulkar, Kamala 9). He decides to organize a 
press conference to make his findings public in a grand manner and is not ready to 
disclose anything to anybody until the proper occasion arrives. Jaisingh is not even 
able to trust his own wife. He bluntly reveals his uncertainty about his wife in her 
face: 
JAISINGH. . . . But keep this absolutely secret for the time being. No 
one at all must find out. If there's even a slight leak, all my 
work is wasted. 
SARITA [Noticing his warning glance]. Yes. 
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JAISINGH. I'm not sure about you. [Realizing the distrust he is 
showing, he mends it with] I don't mean you'll do anything on 
purpose ....(15) 
Sarita is as obedient to her husband as any typical Indian woman is to her husband. 
She never reveals her resentment till the end. Like Nora of Henrik Ibsen's play A 
Doll's House, Sarita never questions her husband's intentions. She acts as an obedient 
wife. Her presence in the house is like an extension of Jaisingh Jadhav—having no 
other function other than to assist her husband. She almost tries to annihilate her own 
existence in order to serve him better. But Jadhav never seems to acknowledge her 
debt at the home front. He is so much engrossed in promoting himself in his career 
that he barely tends to recognize Sarita's individual identity. Jaisingh's friend Jain 
makes a jocular but telling statement while playing the words, English "hi" and 
Marathi "/zai". 
JAIN. Hi, Bhabhiji, I mean, an English 'hi' to him, and a Marathi 'haV 
to you. This warrior against exploitation in the country is 
exploiting you. He's made a drudge out of a horse-riding 
independent girl from a princely house. Hai, hail [Theatrically, to 
Jaisingh.] Shame on you! Hero of anti exploitation campaigns 
make slave of wife! (17) 
Like Jain, everyone else in our society knows that women have been, and are 
being considered as lesser beings than the male members of society. And like 
everyone else, Sarita, too, tries to convince herself that the entire disparity in marital 
relationship is a norm. She tries her best to adjust herself with the situation. But the 
past life of this "horse-riding independent girl" certainly lingers somewhere 
suppressed in the deep comers of her conscience (17). She is aware of her individual 
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worth and needs only a slight awakening from her incessant endeavours to adjust 
herself with the social norms in order to discover her individuality. The awakening 
arrives in the shape of Kamala, the tribal woman, who is brought into the house by her 
husband, Jaisingh Jadhav, not only to prove the existence of human trade in some 
parts of the country but also to prove himself as a better journalist. 
As others adhere to the norms of their society, Kamala too thinks that the 
flesh-trade is a norm. She does not question this practice. She, instead, follows 
Jaisingh silently, from a far off area in Bihar to the capital of the country. The image 
of the rich men like Jaisingh Jadhav in her mind is only as of the buyers who purchase 
women from open markets and bring them home to labour for them in every respect. 
Thus she caimot help it but to imagine that all women in the houses of the people like 
Jaisingh are either bought or hired slaves. That is why Kamalabai, the housemaid 
complains about Kamala: "She asks me, were you bought or were you hired?" (25). 
That is not all; she is even ignorant enough to suppose Sarita as a bought woman. 
Kamala seems sure about it. She does not shy away from asking her: "How much did 
he [Jaisingh] buy you for?" (43). Her whole life has been spent at a place where poor 
women seem to be sold off in open markets and men auction them as if they sell and 
purchase their domestic cattle. Kamala (and to some extant Sarita too) has lived her 
life in a fixed place where the ideologies of the same sort remain in circulation. Her 
knowledge about the world has got structured according to the norms of the place she 
belongs to. It is very difficult for the people to rebel against the known norms and 
codes of their society. It is because they have structurally been kept off the knowledge 
other than the type of knowledge that normally remains in currency in their places of 
residence. Linda McDowell writes in this regard that: 
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A sobering counter to the emphasis on displacement and mobility in 
recent theoretical works as well as empirical studies lies in realizing 
that most women in the world remain trapped or fixed in place. Their 
everyday lives and social relations are confined within often tight 
spatial boundaries, constructed through power relations and material 
inequalities. The . . . constraints of the locality continue to structure 
many women's, indeed most people's lives. When the material costs of 
overcoming the friction of distance are beyond their means." 
(McDowell 28) 
It may seem to some of the viewers and readers of the play that Vijay 
Tendulkar has grossly exaggerated the issue of human trade in the present play, but 
the grassroots reality is no different than the estimations of the author. Aljazeera news 
found in one of their series, "Slavery: A 21st Century Evil", which was run in order to 
hunt down the different forms of slavery going on in different parts of the world that 
"India has the world's largest number of slaves, among them an increasing number of 
women and girls sold into marriage" (Aljazeera). The report further mentions that 
"Women and young girls are sold for as little as $120 to men who often burden them 
with strenuous labour and abuse them" (Aljazeera). According to this report there may 
be a great number of women who are being sold and bought in the open markets just 
like the character, Kamala, is being sold in the play. Vijay Tendulkar says in one of 
his interviews that "Kamala for me is not just a character, she is a living person, and 
she just doesn't remain [only] on my papers" (Panday). Tendulkar depicts Jaisingh as 
one of the above mentioned men "who often burden them [the bought females] with 
strenuous labour and abuse them". He has no consideration for human dignity and is 
only aware of the relationship of a master and a slave out of all other human 
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relationships. To him the inferiors and subordinates are only to be used and abused 
than to be shown any form of human compassion. When his guest, Kakasaheb, tries to 
make the housemaid, Kamalabai, toil less to ease her troubles of serving the inmates 
of the house, Jaisingh reacts in an inhuman manner: "What trouble? It's no trouble. 
That's what Kamalabai is here for. We pay her for that" (36). 
It is Kamala who awakens Sarita out of her prolonged slumber. The journalist 
has paid for the tribal woman to make his career more paying. And she, in return, 
believes that her 'master' has also paid for his wife, Sarita. It is because of this 
innocent belief of Kamala that she dares to put forth her proposal of the division of 
labour in front of Sarita: 
Memsahib, if you won't misunderstand, I'll tell you. The master bought 
you; he bought me, too. He spent a lot of money on the two of us. 
Didn't he? It isn't easy to earn money. A man has to labour like an ox 
to do it. So, memsahib, both of us must stay here together like sisters. 
We'll keep the master happy. We'll make him prosperous. The master 
will have children. I'll bring them up. You are an educated woman. 
You keep the accounts and run the house. Put on lovely clothes and 
make merry with the master. Go out with him on holidays and feast-
days. . . . I can't manage all that. And we must have land of our own. 
Don't worry about it, that's my responsibility. Fifteen days of the 
month, you sleep with the master; the other fifteen, I'll sleep with him. 
Agreed? (35) 
The seemingly unscrupulous plans of Kamala ftinction as the startling exposition of 
Sarita's own position. The reality about her own low status dawns upon her. She finds 
no courage to taunt the proposed usurper of the half of her conjugal 'bliss'. This 
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proposal bears an opposite effect on her mind as she sees the very image of her own 
self in the person of Kamala. Instead of despising Kamala, she becomes 
compassionate and develops sisterly feelings for her. She identifies herself with 
Kamala, and sees herself, too, as an object of use for Jaisingh Jadhav. She finds 
herself to be only a person who "merely provides physical enjoyment, social 
companionship and domestic comfort to Jadhav" (Pandey). Sarita later on 
acknowledges the gratitude towards Kamala while saying that: "I was asleep. I was 
unconscious even when I was awake. Kamala woke me up. With a shock Kamala 
showed me everything. Because of her, I suddenly saw things clearly" (46). 
Jaisingh Jadhav realises his "bloodthirsty professional plot" (22), as Kakasaheb 
calls it. He leads Kamala to the press conference while she is in a very shabby 
condition. Kamala is subject to the bombardment of shameless inquisition at the press 
club. Not able to understand the real intentions of her 'master', she innocently 
tolerates the embarrassing situation. As the journalists find the subject of Jaisingh's 
press conference different from the "usual political stuff, they experience some "Fun! 
At that poor woman's expense!" (30). Kamala is asked to "tell everything" about 
"How [she and her family] starved" and "How . . . [they] had no clothes". She is 
expected to do so because such questions are being asked by "the right people" and "If 
the right people ask you, you must give the right answers" (21). They are 'right' 
people because they are privileged to ask her anything, even about her private life, and 
she is not one of the 'right' ones because she is a powerless and helpless poor woman 
of a peripheral region, stuck among the big people of the big city. 
Beena Agrawal observes that "in spite of being the wife of Jaisingh", Sarita 
"has no power to raise question against the acfions of her husband" (51). Her position 
is that of a voiceless creature in the household of Jaisingh. It is for the first time that 
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Sarita begins to question the unfair conduct of her husband. She is pained to know 
about the awkward situation through which Kamala has gone through during the press 
conference. Her sympathetic association with Kamala compels her to protest against 
Jaisingh's mutely witnessing the uninterrupted and unfelt agony of the woman. If not 
as a 'soul sister', Sarita certainly sees her own image in the person of Kamla. That is 
why she abruptly asks her husband: "So while they were asking her those terrible 
questions, and making fun of her—you just sat and watched, did you?" (30). The 
zealous spirit of Jaisingh's professionalism makes him blind towards the sufferings of 
the oppressed. The intention, which he believes was behind the parade of shame in 
the press club, was to expose the "sale of human beings into the light of day" but he 
forgets, as Kakasaheb reminds him, that he himself "sold a woman to them to do so" 
(31). He is a man who "is capable of sacrificing human values, in the name of 
humanity itself (Pandey). 
After making use of Kamala's exposition he tries to silently dispose of her by 
sending her straightaway to an orphanage in order to escape any potential legal action 
being taken against him by the authorities for taking part in the human trade. Sarita 
has in the meantime developed an emotional bond with Kamala. Whether she has 
accepted her proposal of the division of labour or not, Kamala has certainly helped her 
to see herself as a victim of male chauvinism. The discussion with her uncle, 
Kakasaheb, enables her to focus on the issue in a straightforward manner. Even the 
liberally disposed Kakasaheb consoles her with his conventional male-centred manner. 
She makes her to know that her husband "is no different from other men. He's not 
unusual" (46). The timid wife who has so far never questioned any intention of her 
husband becomes bold enough to question the very nature of marriage: 
KAKASAHEB. What on earth happened between you two? 
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SARITA. Marriage. 
KAKASAHEB. It may be unpleasant, but it's true. If the world is to go 
on, marriage must go on. And it will only go on like this. 
SARITA. Why? Why can't men limp behind? Why aren't women ever 
the masters? . . . Why must only a man have the right to be a man? 
Does he have one extra sense? A woman can do everything a man 
can.(46-47) 
Her desire to relocate her identity makes her restless. She resolves to expose the 
masochistic slave driving instincts of her own husband. Her mind is grossly 
preoccupied with the pain and humiliation of Kamla. Her newly emerging feministic 
stance forces her to take revenge on him by calling a similar press conference, as her 
husband has done. She resolves to "present a man who in the year 1982 still keeps a 
slave, right here in Delhi" and wants to bring into light "the story of how he bought 
the slave Kamala and made use of her. The other slave he got free..." (46). 
Kamala, who is only a poor, illiterate, and a sold woman of some far off tribe 
"becomes a guide to Sarita" (Agrawal 59). It is after her arrival that she begins to see 
through the things. And for the first time she is able to resists Jaisingh's advancing 
movements when she is not ready for it. As if the master of a slave, he insists "I am 
your husband after all Don't I have the right to have my wife when I feel like it?" 
(32). She opposes Jaisingh's display of Kamala in a shabby condition in front of 
Journalists and afterwards her disposing of in an orphanage. Although she fails to 
protect Kamala but she succeeds to put her own will in front the 'lord of the house'. 
Like Henrik Ibsen's Nora in his play A Doll's House, Sarita acts like "a woman trying 
to break free of the restrictive, paternalistic relationship she comes to recognize she 
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has with her husband" (Abboston 259). When he is in his jubilant mood after coming 
to know that their rival Torvald is ready to take off his charges levelled against them, 
Nora's husband Helmer euphorically declares that "Yes, it is true! I am saved! Nora, I 
am saved!", Nora sarcastically replies: "And I?" (Ibsen 71). In the same maimer Sarita 
too tries to regain her subjectivity: 
JAISINGH. You don't want to come [to the party]? Why? 
SARITA. That's my will. 
JAISINGH [Rather surprised]. Your will? 
SARITA. Aren't I allowed to have a will of my own? 
JAISINGH [Sarcastically]. Never noticed any signs of it before. (44-
45) 
At the time when she is experiencing the utmost detestation and is charged with the 
revengeful emotions against him, the news of Jaisingh's expulsion arrives. He is fired 
from his job evidently due to the pressure of some bigwigs on the newspaper 
authorities. The involvement of high-ranking politicians in the flesh trade leaves his 
investigation useless. Instead of the expected promotion, Jaisingh receives the news of 
his dismissal. As it is a pressing situation for Jaisingh, it is also a testing moment for 
Sarita. She may either desert or support him. But she chooses the middle path. As 
Beena Agrawal observes, "For a while the defeat of Jaisingh becomes a relief for 
Sarita" (60) but she resolves not to be so mean as to forget the duties of a true wife. 
The knowledge of her husband's strained position makes her compassionate towards 
him. His helpless state after he is being sacked by the owners of the newspaper 
compels her to do so. But that does not mean that she is going to forget her vow to 
regain her individuality. What she felt about the high-handedness of patriarchy, about 
the imbalance of power in marriage, and about the faults of the relationship with her 
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husband, she says that she will "go on feeling it. But at present I'm going to lock all 
that up in a comer of my mind and forget about it" (52). She looks forward for a future 
time when justice will be done and she will not let anybody treat her as a powerless 
and helpless creature. She believes that "a day will come . . . when I will stop being a 
slave.... That day has to come. And I'll pay whatever price I have to pay for it" (52). 
The failure of her husband may have put on her shoulders the responsibility of being a 
supportive wife, but this responsibility provides her with an opportunity to overpower 
her husband in an oblique way. She certainly experiences some taste of power that 
boosts her powers and thus eagerly accepts to support him. This meagre quantity of 
power heightens her hope to be at par with the male supremacy somewhere in the near 
future. The following lines of Helene Cixous' aptly befit Sarita's current condition: 
For once she blazes her trail in the symbolic, she cannot fail to make of 
it the chaosmos of the "personal"-in her pronouns, her nouns, and her 
clique of referents. And for good reason. There will have been the long 
history of gynocide. This is known by the colonized peoples of 
yesterday, the workers, the nations, the species off whose backs the 
history of men has made its gold; those who have known the ignominy 
of persecution derive from it an obstinate future desire for grandeur; 
those who are locked up know better than their jailers the taste of free 
air. (Cixous et al. 888) 
At the end of the play Sarita's position is the same as that of Laxmi of 
Tendulkar's other play, Sakharam Binder. Laxmi assists the helpless Sakharam to 
cope with the terror of his blunder; so does Sarita in Kamala. Both feel themselves as 
the holders of a sufficient quantity of power at the end. Both of them experience a 
strange kind of pleasure by lending a helping hand to their overpowered masters. Their 
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pleasure lies in the helplessness of the tyrant. And their assistance is a signal of their 
forthcoming victory. Jaisingh as well as the main character of the play Sakharam 
Binder, Sakharaam, think themselves as kind and helpful for the powerless victims of 
their society. It is only their closest female partners who know the reality beneath their 
self-deceptive narcissistic bent of mind. Comparing Jaisingh Jadhav with the main 
character of Sakharam Binder, Beena Agrawal observes that "In his garb of social 
service, he [Jaisingh Jadhav] exhibits the evil hidden in his consciousness and seems 
to have become an antithesis of Sakharam Binder who in aggression defies all 
conventions" (52). Agrawal misses the point and considers Sakharam Binder as an 
antithesis of Jaisingh Jadhav while the reality is that Sakharam is much fiercer than 
Jaisingh. 
The web of power functions at various levels throughout the play. The power 
relations do not function between a through and through helpless individual and an 
extremely powerful one. It, instead, operates like a web where nobody is totally at the 
extreme edge of the power spectrum. In one of their research papers, Krista Cowrnan 
and Louise A. Jackson quote from Lucille Mair Marthurivi's 1975 study. The Rebel 
Women in British West Indies during Slavery in which the author compares the social 
status of women belonging to different races. She narrows down the relationship in an 
epigrammatic manner and says that "the black woman produced, the brown woman 
served, and the white woman consumed" (qtd. in Cowman and Jackson 39). The same 
linear pattern in addition to some complications can be applied to the relationship of 
different characters in the present play. Kamalabai wields power over Kamala—the 
bought woman—and Sarita possesses control over her housemaid, Kamalabai. But it 
is Kamala who indirectly wakes her up from her slumber of powerlessness. The same 
pattern repeats itself for the male characters. Jaisingh may act in an authoritative 
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manner in front of his guest Kakasaheb, because the latter works as a vernacular 
journalist while Jaisingh belongs to the powerful and mainstream media of the 
country. lironically, it is Jaisingh who gets fired at the end of the play by his 
employers because they are themselves pressurized to do so by their corrupt but 
powerful political overlords. As he uses Kamala as a pawn to gain prestige for himself 
in his profession, Jaisingh, too, is an object to be used and thrown by his employers. 
He is just like Ghashiram Kotwal of the play of the same name, a pawn in the hands of 
the powerful. Whatever he does is not for his own sake. He, instead, fulfils the desires 
of his superiors. And when their goal is accomplished (or disastrously remains 
unaccomplished) they throw him away as a useless pawn. Christopher Butler's one-
liner: "We are all being secretly surveyed and controlled" explicitly fits web of 
surveillance over the characters of the play (48). 
One may pose the question about the logic of entitling the play as Kamala 
while it is Sarita who seems to be the most important character in the play. The answer 
lies in the following comment of Vijay Tendulkar which he has made in an interview 
with Sunil Shambay. He says that: "Kamala after a time becomes a symbol. The wife 
of the journalist becomes 'Kamala' and ultimately even he (the journalist) becomes 
'Kamala'" (qtd. in Agrawal 61). Kamala is the symbol of helplessness and 
powerlessness and whosoever is weak enough to be tormented by the more powerful 
people becomes Kamala. 
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Chapter 4 
Silencing the Other; 
Middleclass Morality and Women in Silence! The Court is in Session 
Bolstering. Vicious living, infantilization, trivialization. 
Parasitism, individualism, madness. Shut up, you're 
only a girl. 0 Elizabeth, why couldn't you have been 
bom a boy? For twenty-century women: roles, 
discontinuities, part-self, part-time; conflict; imposed 
'guilt'; 'a man can give full energy to his profession, a 
woman cannot' (Olsen 78) 
Male dominated societies have created such a structured mechanism that only 
two images of woman exist. In this context India is not any exception. In Indian 
society a women has long been regarded either as a Pativrata Nari (pious lady who 
worships her husband) or a Veshya (prostitute). Such societies don't allow the 
emergence of a third category of women, whenever a woman dares or desires to step 
out into a middling space; which may help her to create a new identity for herself 
other than the conventionally available paradoxical positions of "a doormat or a 
prostitute" (qtd. in Walters 140), society collectively toes the line in order to silence 
her, because majority of the people are habituated only to tolerate the dumb dolls 
around themselves. Thus they are always up to muffle any newly emerging voice 
which may disturb the sinister silence and the authoritarian calm. Silence has a duel 
nature. "As a noun meaning an absence of voice, silence has become a metaphor for 
woman's historical powerlessness.. . ; as a verb meaning to suppress, silence betrays 
the political mechanisms behind that powerlessness" (Harris 224). In both of its 
versions the word "silence" reveals an underneath system that is responsible for 
rendering women as the permanent powerless creatures of the world. 
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If we believe in Paul Patton's definition of power as "the capacity of 
something [or someone] to be or to do or to become something" then the power to be, 
to do, and to become has a capacity of assigning a person a sort of individual freedom 
to do so (Patton 467). Freedom has a tripartite character as it can be enjoyed on three 
basic spheres i.e. mental, verbal, and physical. One can therefore say that freedom is a 
power to think, to speak, and to do something at material level without any hindrance. 
A person is, as it seems, always free to think whatever s/he is capable of; the process 
of speaking require/s listener/s, and to actually do something is a concrete process of 
altering the physical state of something and thus the highest degree of freedom, 
depending on triviality or importance of the act performed. Thinking freely, though a 
lesser freedom, is much more complicated than it appears to be. The theory of 
ideology reveals how commonsensical knowledge thwarts the emergence of new and 
rebellious ideas. Slavoj Zizek has come forward with yet another version of ideology 
that according to him "is not something which affects only our ideas, it is something 
which happens to the totality of our existence, including material practice" (Hawkes 
168-169). This brings the world of ideas very near to the plane of material practice and 
makes ideology more prone to authoritarian censorship. Thinking against the grain is 
not allowed in repressive societies. The ideas which remain in circulation are to a 
large extent the established ideas supported by the established powers. The contrary or 
opposing power to freedom is the process of bondage which is either directly 
implemented by the authorities or carried out by the more powerful social, cultural, 
and political agencies. Although these three freedoms of thought, speech, and action 
are closely connected with each other but as the present chapter of my dissertation has 
a less significant relevance with the freedom of thought and action. I will be mostly 
dealing with the freedom of speech and h's opposite i.e. the silence. If we try to go 
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deep into the process of silencing, it is always the weaker sections of our society 
which have been silenced throughout the history of human civilization; one of the 
glaring examples of such marginal groups is women. 
The relationship between man and woman is a structured one and it is the man 
who has always been privileged as compared to women. The imbalance in the status 
of man and woman is as old as history of humanity itself According to Aristotle 
"Woman is to man as slave to the master, the barbarian to the Greek. Woman is an 
unfinished man, left standing on a lower step in the scale of development" (Durant 
107). Women may have got higher status in some societies and among some religious 
sects of the world as the mother-goddess, but in reality, they have always been treated 
as the other of the man. The other has always been a marginal character in the high 
drama of civilization; a powerless, helpless, and less-important being. In Elise 
Boulding's words, the image of women in the earliest human history is that of a 
. . . food-gathering, child-bearing-breast-feeding female . . . who is 
both protected and victimized by the brute strength of the male, who 
gains the brief respite as mother-goddess and monarch—then loses all 
claims to power and status as man invents the plough and takes over 
farming, (qtd. in Thankamma 80-81) 
Women have lived the life of deprivation and have mostly been content with 
the second grade citizenship till the recent times. While discussing Mary 
Wollstonecraft's argument, Margret Walters writes in her introductory work on 
feminism that "Girls learn how to be women when they are hardly more than babies; 
as they grow older, and in the absence of any alternative, they exploit this femininity" 
(Walters 34). Subject to this cultural conditioning, women live their lives in the 
continuous fantastical obsessions of "cooking, clothes, beauty and housekeeping" 
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(Walters 106). Women, who have generally been regarded as passive, illogical and 
inferior and have wrongly got associated with the qualities like weakness and timidity 
as these attributes are not inherently essential to female gender. It is all because of 
cultural conditioning. Simone de Beauvoir has rightly said that that "One is not bom, 
but rather becomes, a woman ... it is civilisation as a whole that produces this 
creature" (de Beauvoir 267). 
Structural dominance of patriarchy has dominated women and made them to 
comply with the codes and ethics of power. Man has got the greater freedom of 
thought, speech, and action. As for as women are concerned they were compelled to 
bear with the remaining share of powerlessness and abide by the laws of bondage. 
Women are generally considered soft spoken and to maintain silence has been 
regarded as one of their favourable traits. To fit into the structured attributive profile 
of 'gentile sex', women too have imposed the "self-silencing" confines upon 
themselves. 
Though this process feels personal to each woman, it is in fact deeply 
cultural. A male-cantered world tells women who they are or who they 
should be, especially in intimate relationships. Self-silencing is 
prescribed by norms, values, and images dictating what women are 
"supposed" to be like: pleasing, unselfish, loving. (Jack and Ali 5) 
Women have been silenced in the cultures of east as well as of west. They have 
generally been assigned the domestic chores whereas the men retained for themselves 
the domains of trade, politics, and religion. Margret Walters writes that 
Saint Paul was regularly invoked against any woman who spoke out, or 
asked awkward questions about the Church's attitude to women: 'Let 
your women keep silence in the churches, for it is not permitted to them 
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to speak', he instructed the Corinthians. And again, in the epistle to 
Timothy, 'if they will learn anything let them ask their husbands at 
home: for it is shame for women to speak in the church'. (9) 
If Saint Paul assigns the charge of women to their men, Manu—the Hindu law 
maker— in no way considers women fit for any freedom at any stage of their lives. 
Manu writes that "In childhood a female must be subject to her father, in youth to her 
husband, when her lord is dead to her sons; a woman must never be independent" 
(Manul48:5). Poets of great repute have sung the songs of love of all—filial, marital, 
and amorous—for women. At the familial level they have been treated as the holders 
of family honour, and the irony is that this honour was believed to evaporate with a 
slight degree of freedom of speech and movement given to women. Thus the 
movement of women was confined to the narrow circle of domesticity. Re-echoing 
Manu's harsh laws Suchitra Bhattacharya makes one of the female characters in her 
story "Dahan" say: 
For us, the whole of life is a prison. Only the jailor changes. Sometimes 
father, at other times husband, or son. Or this enclosed place. The 
stamp of love seals and imprisons us within the home and family. Once 
the seal loosens and falls, this prison becomes more fearful than the 
other" (qtd. in Mukherjee 70). 
In the similar vein Mary Wollstonecraft questions in her novel Maria; Or the Wrongs 
of Women, "Was not the world a vast prison, and women bom slaves?" (qtd. in 
Margaret 38). 
There is yet another theory related to the silencing of women and other 
marginalized sections of society known as "muted group theory" put forward by an 
anthropologist, Shirley Ardemer. It says that women and men tend to interpret and 
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experience themselves differently in two discrete circles within patriarchal and 
capitalist societies. According to this theory the masculine circle is dominant over the 
feminine circle and the first one is considered the general norm. The female circle, 
therefore, remains invisible and unacknowledged to a great extent. As a result, 
"women's experiences are feh only as "black holes" or reminiscences in society. 
Women's own perspectives are restricted by this enforced tunnel vision, and their 
voices are not publicly articulated" (Krolokkle and Soreson 30). Vijay Tendulkar 
questions the 'improper' norms of the Indian society in which women are the largest 
muted group which bear the brunt of orthodoxies of history and culture. In most of his 
successful plays there is one or the other such female character which faces the same 
crippling experience. 
Silence! The Court is in Session (1967) written by Vijay Tendulkar, originally 
entitled as Shantata Court Chain Aahe, is one such play in which the playwright 
exposes the hypocrisies of the male dominated society. The play has a female 
character named Leela Benare as its protagonist. She represents the self-dependent 
working women of the male dominated Indian society. According to N. Sharda Iyer 
It has seen as the first significant modem Indian play in any language 
to centre on a woman as protagonist and victim, locates its heroine 
Leela Benare not at an acquiescent receiving end, but at a point of 
conflict where as aggressive transgressor of the sexual mores of her 
community she challenges the executors or power in absentia. (Iyer 
159) 
Using Rebecca West's terminology, she is neither a "doormat not a prostitute," 
nor does she treat the world as a prison-house for herself. She is a working woman, 
who loves her teaching-job. As she has got a free spirit, she has taken stage acting as a 
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hobby. She is the member of an amateur theatrical group called The Sonar Moti 
Tenament (Bombay) Progressive Association. If education is, in Mrs Indira Gandhi's 
words, a "liberating force," then we can say that she has found a way for her liberation 
and we can also assume that she is directing the next generation to the same direction 
through her professional life as a teacher (qtd. in Wadikar 40). Miss Benare treats her 
life as her personal concern and wants to live as freely as she can. One thing she fails 
to realize is the other facet of Mrs Gandhi's dictum; people cannot obtain freedom 
singlehandedly until their respective society is not ready to grant it to them for which 
they too are needed to be educated. Her education is no help to her in the hostile and 
aggressive envirormient she lives in. Shailja B. Wadikar writes that "Benare and 
Sarita [the central female character of Tendulkar's play Kamla] represent the modem, 
educated, sophisticated ladies of society. But mere formal education has not solved 
their problems." (40) Benare tries to live a dual life. Her utmost preference is to 
separate her personal life from her professional one. Her non-uniformity is 
unacceptable to the formal codes of her society which follows the rigid dogmas and 
treads the overbeaten conventional path. It seeks a uniformity of its own style in her 
character. 
There is no doubt in Miss Banere's possessing a free spirit; the question is 
whether she will she be able to cope with the hostility of her society? The answer is 
certainly a big no. Neither is the society mature enough to tolerate her nor is she too 
courageous to successfully confront her critics. The gender bias is too deep in the 
veins of the society that even the apparently tolerant representatives of her society 
prove to be the vigorous critics of female emancipation. The play depicts a dark and 
cruel reality of life in an artistic manner. 
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Vijay Tendulkar employs the technique of play-within-play in Silence! The 
Court is in Session. This is different from the conventional mousetrap method where it 
is generally performed to disclose and entrap the guilty party or a single person who 
acts only as a spectator and not a part of the play performed within the play (cf 
Hamlet). Entrapment does take place in Silence! but on a different scale and of a 
different nature. The play-within-the-play, in this drama, is not a small episode in its 
construction. In fact it comprises the whole of play, excluding the tiny portions of its 
opening and the conclusion. It is of a different nature as for as the sympathies of the 
common reader or a viewer are concerned. In Silence! it is the protagonist, Miss 
Benare herself, who faces the ordeal of entrapment and psychological torture which is 
implemented on her by her friends and theatrical colleagues. Vijay Tendulkar is a 
master-artist as for as the design and the theme of the play is concerned. His foremost 
endeavour in this play is to depict the hidden and actual reality of the orthodox gender 
bias existent in the so called modem Indian society. 
If art is the mirror of life then Tendulkar's art can certainly be cited as one of 
the best examples of such art. His plays are the product of his society, the social 
pressures, and an urge to expose the harsh realities of life. While examining his 
creative process, Tendulkar acknowledges in a confessional vein: 
" . . . I was never a master of myself while writing my plays. Factors 
beyond my control . . . have influenced them. I wrote them but I do 
not know how they got written. They came to me from somewhere, 
they pressurized me to write, dogged me, persuaded me, compelled me, 
made life impossible for me at times and got themselves written. My 
hand wrote by sheer habit but I was not quite conscious of what was 
getting written. (Tendulkar xxi-xxii) 
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The above mentioned confessional statement may misdirect some of his 
readers to think him as the lost citizen of some imaginary world. But in actuality his 
plots, themes, and characters are deep rooted in social realities of his age. His plays 
are the inverse images of the post-independence Indian society; clearly depicting the 
tight fetters and clinking chains of malicious morality and power-hunger of the newly 
emerging Indian middle-class. Tendulkar admits that he "can't write about characters 
without ever having shaken hands with them" (qtd. in Renuka 62). It does not mean 
that each and every character of his plays is based on some real-life person. It in fact 
suggests that his characters are true to their nature, their times, and their lives. They 
are the product of the synthesis of playwright's reactive mind and the cruel active 
world outside. The play Silence! The Court is in Session has its genesis in a real life 
incident. 
Tendulkar met an amateur group [of theatre activists] which was on its 
way to stage a mock-trial in Ville Parle, a suburb of Bombay [now 
Mumbai]. While overhearing their conversation, the outline of a play 
began taking shape in the writer's mind and resulted in the creation of 
Shantata Court Chalu Aahe. (Kumar 17) 
The play revolves round Miss Benare, who in the due course of time gets 
trapped in the snare of her own companions' making. She is the "central 
consciousness" of the play (Barbuddhe 120). Miss Benare seems full of life and blood 
and posses an ultimate zest and love for life. When the play opens, we see her 
accompanying Samant, a simple-minded youth of the same locality where Benare and 
her troupe are going to stage their play [a mock trial against American president 
[Lyndon B. Johnson] for developing nuclear arms]. He escorts her to the village hall, 
the location where all masks of false piety and hypocrisy are eventually going to shed 
102 
themselves in a brutal way. It is important to note the description of the place the 
playwright provides us. The picture of Lord Ganesha hangs on the closed door. 
Besides some "worn-out portraits of national leaders" there is an "out of order" clock 
hanging on the walls (Tendulkar, Silence 55). The whole setting signifies the potent 
possibility of a sinister scheme to be materialised under a religious aura and socially 
righteous atmosphere. The "out of order" clock directly reminds a keen reader of the 
"out of joint" time in the beginning of Shakespearean tragedy, Hamlet (Shakespeare 
Hamlet 1.5.207). One more minor but significant event takes place; while entering the 
hall Miss Benare's finger gets stuck into the bolt of the main door. Her compassionate 
companion, Samant, inquires, "Did you catch your finger in the bolt?" And comments 
that "These old bolts are all the same. They just won't slide straight" (Tendulkar, 
Silence 55). This is the same ominous "old bolt" which slips on its own and imprisons 
Miss Benare at the critical point of her "mock trial" when she tries to break free from 
the torments of morality and masculinity of the "court". The bolt symbolises the 
patriarchy and old morality in Indian society which apparently seems somewhat 
loosened within the emancipative circles of middle-class society; but in reality too 
reluctant to go away. Samant, the first male character we get acquainted with in the 
beginning of the play, is an innocent person in a position to play a decisive part in 
Miss Benare's trial; depending with which party he shows his allegiances. We are told 
in the stage directions that while entering the hall he holds in "his hands, a lock and 
key, a toy parrot made of green cloth, [and] a book" (Tendulkar, Silence 55). A lock 
and a key symbolises his neutrality, and a key role to lock or unlock the metaphoric 
prison doors for Miss Bemare. The green-cloth-toy-parrot is the only gift with which 
he can try to provide a meagre solace and heartfelt sympathy for the wrecked heroine 
of the play at its end; and his book is the villainous tool from which he reads out few 
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passages to provide the fabricated evidences against Miss Benare's moral goodness, 
thus he unintentionally strengthens the case against her. 
At the very outset Benare appears to be overjoyed to be with Samant. She is 
happy that they have left others behind and found an opportunity to be all alone, at 
least for a while. 
The opening of the play witnesses the apparition of a bold and a 
desperate Benare, who with a view to cozen the docile villager Samant 
in a prospective romance (and perhaps marriage) quite uninhibitedly 
makes audacious and amatory overtures to him. This and many other 
examples reiterate the fact of Benare's being inconsistent, freaky and 
illogical in her behaviour. (Desai 2) 
The playwright successfully tries to convince his readers/audience about Miss 
Benare's wishful thinking about a prospect of some kind of relationship—though 
uncertain—with Samant. 
BENARE. . . . I felt even more wonderful coming here with you. I'm 
so glad that others fell behind! We rushed ahead, didn't we? 
SAMANT. Yes, indeed. I mean to say, I'm not in the habit of walking 
so fast. You do set very lively pace, very lively. 
BENARE. Not always. But today, how I walked! Let's leave everyone 
behind, I thought, and go somewhere far, far away—with you! 
SAMANT [in confusion]. With me? 
BENARE. Yes, I like you very much. 
SAMANT [terribly shy and embarrassed]. Tut-tut. Ha ha! I'm hardly . 
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BENARE. You're very nice indeed. And shall I tell you something? 
You are a very pure and good person. I like you. 
SAMANT [incredulously]. Me? 
BENARE. Yes, and I like this hall very much, too. [She walks round 
it.] (55-556) 
Her amorous overtures towards him astonish ingenuous Samant. His 
embarrassment is inevitable as far as the difference of age, education, and rural/urban 
divide between the two is concerned. Miss Benare may divert the object of her 
appreciation from the person of Samant to the village hall after gauging the other's 
lack of any favourable response; but Samant, on the other hand cautions her of her 
"very lively" pace. His inference of Benare's hasty speed is an accurate one. She may 
have sank in his estimation after the very first encounter with her as he is totally 
unaware of the predicament she is facing in her life due to which she is compelled to 
get someone to support her life. The evaluation of Benare's character by the 
reader/audience of the play is initially same as that of Samant's guess work. She even 
indirectly inquires whether Samant is already married or not and tries to come too 
close to Samant by one or the other excuse. 
BENARE. . . . [She goes very close to him, and says in confiding 
tones.] Did you see the magic—from very near? 
SAMANT. Yes. That is, I wasn't very close. But still, close enough. 
Why? 
BENARE. How do they do that—cutting a tongue, and putting it 
together again? (56) 
Her attitude towards him cannot certainly be considered good according to the 
established moral codes of her society. But even at this juncture of, so called, moral 
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depravity—where an educated, middle-class, city-bred woman makes sexual overtures 
towards a young, working class innocent simpleton from a village—her inner angst at 
times surfaces in her pathetic and satirical comments about the people in authority. 
She indirectly comments on the curtailment on the freedom of speech of the 
underdogs of society, whose 'tongues are cut' [and put together] by the whimsical 
dictators of morality and authority. Although she is freely chattering with Samant at 
present, her mind is seriously involved in solving the tangles of her grave problems 
back in city. She takes it slightly ill when Samant says that she is a schoolmarm. 
Benare is proud to be "a teacher" and she loves the children she teaches because: 
They're so much better than adults. At least they don't have that blind 
pride of thinking they know everything. There's no nonsense stuffed in 
their heads. They don't scratch you till you bleed, then run away like 
cowards. (57) 
Slowly and gradually we come to know about Miss Benare's feeling of 
resentment against the elder generation of her society. It is the children with whom she 
is actually comfortable—and Samant's position is no more different. As a teacher she 
has always an upper hand with the children unlike the elder generation around her 
with whom she has always to act as docile and dumb. Like almost all other plays of 
Vijay Tendulkar this play too is about the struggle of dominance and attainment of 
power. Leela Benare seems to have full faith in the dictum of the-survival-of-the-
fittest. Her struggle is not only to attain dominance but also to resist other people's 
effort to dominate over her. Her fight is a fight for survival. 
During her interaction with Samant, she unconsciously spills the beans about 
her personal life. For examples, when speaking about her teaching career, she 
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suddenly turns emotional. We come to know about her apprehensions that "people are 
jealous" of her for being a good teacher. 
Specially the other teachers and the management. But what can they do 
to me? What can they do? However hard they try, what can they do? 
They're holding an enquiry, if you please! But my teaching's perfect. 
I've put my whole life into it—I've worn myself to a shadow in this 
job! Just because of one bit of slander, what can they do to me? . . . 
But is that any kind of reason to throw me out? Who are these people to 
say what I can or can't do? . . . I'll do what I like with myself and my 
life! I'll decide . . . 
[Unconsciously, her hand is on her stomach. She suddenly stops. 
Seeing Samant, she falls silent. Gradually she regains her poise. 
Samant is embarrassed.} (58) 
She is in peril of losing her job—which means a lot to her—for some unknown 
"bit of slander." It seems a grave situation for an enquiry has already begun against 
her. Her assertion that she must have full freedom to decide to what to do and what not 
to do indicates that she has broken some kind of law by not taking heed of the does 
and don'ts of the society she lives in. Finally our wild conjectures get the seal of proof 
by stage directions provided by the playwright as we are told that she unconsciously 
touches her abdomen and is alarmed when she becomes conscious of Samant's 
presence. Her perplexity reveals all. Samant, may or may not have, apprehended her 
strong efforts to get the name of father for her unborn child. We know—as Samant, 
the innocent guy, may certainly have known—that Senate's advances towards him 
were not licentious enough as far as the literal sense of the word is concerned. Her 
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emotive sincerity negate—or at least lessen to a great degree—the carnal connotations 
present in her dialogue and action. 
The Sonar Moti Progressive Association of Bombay based, part-time, middle-
class actors, is believed to have its "Prime Objectives" the "spreading enlightenment" 
among the common people of Bombay suburbs, which proves to be an ironical 
statement towards the end of the play (Tendulkar 59). How much enlightened are 
these so called torchbearers of enlightenment themselves in reality, gets exposed when 
they reveal their shallow generosity and false morality while ganging themselves up 
against Miss Benare. Tendulkar has cleverly selected the members the amateur theatre 
group from different professional backgrounds and shown them all as failures in their 
respective fields. None of them is in reality content, except Miss Benare, with their 
respective careers. Benare dissects them psychologically even before they show up in 
actuality on the stage; starting with the chairman of the group, Kashikar—a self-
acknowledged social worker, who holds himself very much responsible for "uplifting 
the masses" and never takes any step without having the "Prime Objective" behind 
it—is being ridiculed because of his overeager attitude. His wife, Mrs Kashikar, is the 
only female character in the play other than Benare herself She is being caricatured 
by her as an authoritative lady, nicknamed as, "Hand-that-rocks-the-Cradle [that] has 
no cradle to rock!" Balu Rodke is the less privileged young man, who has been 
adopted and educated by the childless Kashikar couple only to make "a slave out of 
him" in lieu of their financial support to him (59). N. S. Dharan relates Rodke's 
servitude to Caliban's slavery. 
Financial independence is something to be won in the hard way, 
which, people like Rodke are totally incapable of. Inevitably, such 
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people live a 'Caliban-like' existence, hanging onto favours of the 
falsely generous and the powerful. (Dharan 53) 
Apart from the subject of silencing the newly emerging, free voice of a 'new 
woman'—which Benare certainly is—Tendulkar has employed the other mechanisms 
of power too. Rodke's exploitation is one such example, where the provisions of 
shelter, food, education snatch a person's basic right of freedom. Among the other 
members of the group, Sukhatme is a remarkable one. He is a lawyer by profession—a 
petty one though—to whom clients hesitate to approach for the certainty of losing 
their lawsuit. "He just sits alone in the barristers' room at court, swatting flies with 
legal precedents! . . . But for today's mock trial, he's a very great barrister" (59). In 
other words, his choosing the role of a successful lawyer has a psychological 
importance for him as he his fulfilling his desire to be the same in his real life. 
Ponkshe, one more member, has a great taste for science but is ironically a less 
educated person. Benare calls him "Sci-en-tist Interfailed" (59). Among all these 
'lesser' men there is "an Intellectual too" who feigns to have a lot of knowledge about 
things but when the actual situation arrives to deal with, "He hides his head" (60). The 
intellectual, Professor Damle, does not turn up to participate in the stage show. Miss 
Benare's making fun of all these proud men around herself has a dual important. It is a 
proof of her bold nature and also reveals her capacity for humour. There is also a 
strong streak of reality in these humorous statements of Benare. She is in possession 
of practical knowledge about their vile disposition as she has been very close to them 
at different points of her recent past. This is the only scene in which Benare is seen 
free to give vent to her gaiety in accompaniment of kind-hearted Samant. Describing 
the importance of the scene, Dharan writes: 
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Tendulkar turns the opening scene of Silence! into a marvellous piece 
of satire by pitting the self-consciously independent, vehemently 
assertive, and immensely cheerful Benare against the utterly selfish, 
hypocritical and malicious amateur artistes, who she subjects to 
merciless psychical dissections in order to expose their real, seamy 
inner selves. (Dharan 51 -52) 
There are only two female characters in the play; one is a housewife and the 
other a school teacher. Although not successful in their respective careers, the male 
characters represent the more reputed professions: Damle is a professor, Sukhatme a 
barrister, and Kashikar a social worker. According to Chancer et al., gender has got 
divided, sociologically, anthropologically, and historically, into two "separate and 
unequal spheres" and this division has its occupational ramifications too (Chancer and 
Watkins 19). Men are everywhere free to excel in the roles of businessmen, 
politicians, lawyers, and doctors; whereas women are generally allowed, trained, and 
tolerated to be only elementary school teachers, secretaries, and nurses etcetera. 
These associations may explain both why women have been kept 
within the domestic realm and why care-giving work has historically 
been demanded. In short, women's historical subordination parallels 
the historical subordination of nature to culture. (Chancer and Watkins 
23) 
Miss Benare's being a teacher is no exception in this structural division of 
labour. Whatever may be the case, she is happy with her job which is a great help to 
her in living a life of her own choice. Her philosophy of life is to live it as freely as 
one can. According to her, "Life is not meant for anyone else. It's your own life. It 
must be. It's a very, very important thing. Every moment, every bit of it is precious— 
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". No matter what 'gods of morality' or spiritual personalities of past and present say 
about it, "Forget about the sage Tukaram. I say it—I, Leela Benare, a living woman, I 
say h from my own experience" (61). In the begirming of the play she plays the 
dominant role because of her expressive nature and humorous bent of mind. She 
seems oblivious of the fix she has recently got in and due to which she is in a danger 
of losing her job, she sings songs and even plays pranks on other characters. But any 
keen reader or careful observer can easily decode the concealed gloom beneath her 
apparently bright disposition. She goes time and again into the bitter realities of her 
real life. Her assertions regarding the life's being one's own personal matter is 
basically her only available means of resistance against the socially bound existence of 
a female like herself. The poem she recites to the group is one such dismal exposition 
of her gloomy iimer being. 
Our feet tread on upon unknown 
And dangerous pathways evermore. 
Wave after blinded wave is shattered 
Stormily upon the shore. 
There is a battle sometimes, where 
Defeat is destined as the end. 
Some experiences are meant 
To taste, then just waste and spend . . . (62-63) 
These lines of Marathi poet Mrs Shirish Pai's poem depict Benare's sense of 
hopeless and helplessness. She is in such a condition where there is no one to help her 
and therefore defeat seems to be her destiny. This poem has an existential stance of a 
universal kind attached to it but it certainly fits to Benare's personal existential 
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dilemma too. The inevitability of defeat gets stronger due to her being a woman who 
has never been thought powerful enough to live her life by her own, at least in the 
Indian context. Tendulkar claims that it is through the above mentioned poem that 
Miss Benare's character came to his mind. The beauty of the poem struck him in such 
a way that he put this poem in the lips of Miss Benare (Tendulkar, Footnote 63). Thus 
the poem exists both within and without Miss Benare's character. 
The real drama of Miss Benare's tragic entrapment starts when the remaining 
members of the troupe decide, after their arrival, not to indulge into the repetitive 
ordeal rehearsal of their present production. To while away their time, all of them 
decide to do something 'new'. In her absence, Benare is being made the accused of the 
mock trial they are going to hold. "In any case, we'll be able to see what the trial of a 
woman is like", says the other female character of the play, Mrs Kashikar, who 
represents the women who have internalised their marginalised status and thus 
willingly try to see everything through the patriarchal eyes (73). The trial starts in a 
light vein but the accusation levelled against Benare, is of a grave nature. Benare, who 
couldn't, according to her "even kill a common cockroach", is accused of the crime of 
infanticide (79). Kashikar, the 'enthusiastic' social worker, who plays the role of judge 
in the mock court, must have a solid reason—'a Prime Objective'—behind his charge 
as he is asked by the accused: "Would you admit yourself guilty for it?" (78) Why is 
not she accused of any other crime; why only infanticide? The clue of its answer lies 
with Samant, who astonishingly says, "Good Heavens! A terrible Charge! That's 
exactly what happened in our village—it must be one or two years ago now— t^he poor 
woman was a widow" (76). He indirectly informs us that the crime of infanticide can 
be associated with the women who are living outside the marital bonds; whether they 
are unmarried or widowed. The charge is, therefore, based on a dual criminality; 
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infanticide and/after illicit sexual act. The accusations of some unknown but of a 
similar nature, which the members of the group fail to level against her, are now 
directly put against her in a dramatic mock court style. 
The court, unlike a common argument between any two parties, is generally a 
tripartite process; involving the legal authorities, the accuser, and the accused. No 
matter, the 'court of justice' works in hs systematic way, however it certainly silences 
the 'unfavourable voices' emerging during its process with the power of the gavel. 
The accused is cornered further by the involvement of law and hence gets fewer 
chances to speak. The way a court-room is organised reveals its hierarchical manner 
where the accused stands always at the receiving end. While discussing on the issue of 
popular justice Foucault looks "a bit more closely at the meaning of the spatial 
arrangement of the court." 
What is this arrangement? A table, and behind this table, which 
distances them from the two litigants, the judges. Their position 
indicates firstly that they are neural with respect to each litigant, and 
secondly this implies that their decision is not already arrived at in 
advance, that it will be made after an aural investigation of the two 
parties, on the basis of a certain conception of truth and a number of 
ideas concerning what is just and unjust, and thirdly that they have the 
authority to enforce their decision. This is ultimately the meaning of 
this simple arrangement. Now this idea that there can be people who 
are neutral in relation to the two parties, that they can make judgements 
about them on the basis of ideas of justice with absolute validity, and 
that their decisions must be acted upon, I believe that all this is far 
removed from and quite foreign to the very idea of popular justice. In 
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the case of popular justice you do not have three elements, you have the 
masses and their enemies. (Foucault 8) 
The trial which is enacted in the play does not follow the so called 'neutrality' of a 
real court. Here we witness the victimization of the victim in the hands of a self-
mobilised bunch of chauvinists who divide themselves for the time being into two 
fractions but in reality they stand united against their potential opponent. In addition to 
some other farcical practices of the 'mock' court we also see the judge jumping from 
his magisterial chair into the witness box to act as a witness against Miss Benare 
(112). The court has only one lawyer— Sukhatme , while the counsel for the accused 
is missing. "Don't you worry. For today, I'll do that role along with that of the 
prosecuting counsel" (68), says Sukhatme. But whenever he switches over to the role 
of the counsel for the accused, he acts as a "tired man" (114) as if predestined to 
accept defeat, summons only the absent witnesses and begs for mercy instead of 
showing any zeal for Benare's support. The trial in the play in Foucault's words is 
basically an extreme example of 'popular justice' in the guise of a tripartite courtroom 
trial were the masses prosecute their enemy. The playwright has employed the trial as 
a dramatic technique for not delimiting the dramatic time of the play to the mere 
present of his characters but he uses it to reveal their past and he succeeds in his 
endeavour as for as Miss Benare's life is concerned. 
According to Ramesh P. Panigrahi: 
It was common characteristic of the experimental theatre of the Sixties 
to move from the exploration ('trial' metaphor) of the environmental 
space to the mental space. Tendulkar achieves this goal without making 
any pseudo-leftist and pseudo-feministic efforts toward a strategy. But 
in order to support the narratological device of the play, the 
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biographical self of Leela Benare also becomes the crux of the dramatic 
text. (Panigrahi 125) 
The glimpses of some important episodes of Benare's life reach to us not through any 
direct dramatic medium like flashback technique, but in bits and pieces through 
interrogatory trial dialogues. Her opponents do not want to know each episode in 
detail. They are more focussed towards the partial truths of her life so that they can 
easily employ these incomplete details as evidences against her moral character and 
present her as a threat to the stable society. Each time she wants to say something, she 
is either interrupted by others or directly ordered to maintain silence by the 'judge' of 
the court. In the name of a mere game of mock court, her private life is brought in for 
public parade. E. Renuka, aptly remarks in her thesis that, "The distinction between 
the fictitious accused and the real-life Miss. Banare becomes increasingly hard to 
maintain. Her stained linen is pulled out for public washing" (Renuka 65). Miss 
Benare is almost certain that the mock court is only a simple game to while away their 
time or only a means of entertainment that is why she keeps on cracking jokes until 
the youngest member of the group, Balu Rodke, surprisingly informs the gathering 
about some private meeting between Benare and professor Damle. As a less important 
member of the theatrical group, Rodke has been assigned the menial job of the 
transportation of required material for theatrical productions and in the field of acting, 
only a lesser roles like that of an usher of the court room. It is his only chance to show 
the others his substance and thus he uses Benare's loss of reputation as a means to 
gain personal significance in the group besides revenging himself on her jokes about 
him. According to Foucauldian notion of micro-processing of power relations, Rodke 
tries to overpower her with the help of his 'knowledge' about her private life. Benare, 
who had till now tried to keep herself in good humour gets shocked when her personal 
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life is dragged into the so called made up trial play. What is more important is that all 
others enjoy her helpless victimisation. 
KASHIKAR [although he is enjoying it all greatly]. Sukhatme, I feel 
this is getting onto too personal a level— 
SUKHATME. No, no, no, not at all, milord. It's just for the trial; so, Mr 
Rodke— 
BENARE. I don't agree. I'm just telling you! What's all this got to do 
with the trial? 
MRS KASHIKAR. But why are you getting into such a state, Benare? 
[to Kashikar] Go on. 
BENARE. There's no need at all to drag my private life into this. I can 
visit whom I like.... (87) 
Tendulkar tries to expose the pleasure factor involved in the process of 
victimisation of helpless people in the hands of those who are more privileged 
according to the social order. This kind of wickedness of human nature is depicted in 
his other plays too. The simplistic tribal woman, Kamla in his play bearing the same 
name, Kamla, also faces the similar situation while answering the questions of media 
personnel in a press conference. She has been brought to the national capital Delhi by 
an enthusiastic journalist who wants to expose the flesh trade going on in some tribal 
areas of India. To flourish in his ovm career he does not hesitate to put the other 
person's reputation in danger. "The questions asked to Kamla in the press 
conference," according to Wadikar "indicate that society is always interested in 
victimization of individuals who are helpless" (41). The only difference between 
Kamla and Miss Benare is the difference of formal education. Illiterate Kamla is 
unaware of her victimisation while Benare is fully conscious of her entrapment. 
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Benare's male counterparts scandalously accuse her of running too much after 
men (Tendulkar 81). All of them reveal one or the other fact about her real life which 
stain her moral character as for as the set norms of society are concerned. At the top of 
that they recurrently proclaim that the play is just a game, while insidiously they keep 
on signalling to each other something vicious that runs beneath the apparent sequence 
of dramatic trial, suggesting some sadistic undercurrents of their actual intentions. 
When it comes the turn of simple village fellow Samant to present himself as a 
witness, we find him unknowingly fulfilling the demands of the herd. According to E. 
Renuka "Samant's case reveals how even innocent people come to imagine bad things 
about others, especially about women, of whom they know nothing." (86) His 
imaginary evidence which he reads from some cheap novel he was reading proves 
Benare to be the mother of Professor Damle's unborn illegitimate child. The way the 
others react to this fictitious information, shows their accord with it as if it was the 
actual reality. In Sukhatme's opinion "There's some substance in what Mr Samant 
said. Even though it came from a book it holds water!" (Tendulkar 94) With the help 
of Samant, their intrigue against Miss Benare succeeds to a great extent. Her fierce 
reaction against Samant's imaginary evidence testifies the evidence full of realistic 
stuff. She thinks that they have "all deliberately ganged up on" and "plotted against" 
her (93). The agitated victim, Benare , wants to escape the arduous trial but the fateful 
door would not open. The door has got bolted from outside. Her state is similar to that 
of a delicate deer that gets unknowingly trapped among a pack of ferocious wolves. 
Her "face reveals the terror of a trapped animal" (96). This is the turning point of the 
mock-court and it starts functioning strictly as if it is a real one. In the fit of an 
extreme excitement they do not let the case against Benare drop and are ready to 
continue it even against her will. Mrs Kashikar drags Benare forcefully into the 
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witness box. They reveal their real fangs to her and are bent on to prosecute her for 
trespassing the social barriers. From the very end of the third Act starts the phase of 
her permanent silence. 
At one level, the play as a whole is a study of power operating as a 
silencing force, the Court pronouncing 'Silence!' itself a mechanism to 
silence the natural human drives and truths under the code of the 
legal/legitimate. The actors playing a mock courtroom drama play with 
silence, straining to tear through/into the silence that Benare clings to, 
and forcing her to go deeper into the silence—till she finds her fantasy 
of liberation in the long speech, the first break from silence. 
(Bandyopadhay xlvi) 
In addition to the reason of her being in a shocked state, she maintains silence 
and abandons any verbal resistance because she is also aware of the non-receptiveness 
of the ideologically motivated male ear. Any speech act is worthless until it does not 
find at least a single responding and interpreting listener. And even if one breaks one's 
silence it is not necessary that his or her words are interpreted in the actual intentional 
version. Vincent B. Leitch simplifies Gayatri Chakravorty Spivak's similar opinion 
and writes that a speech act 
always occurs within the nexus of actions that include listening, 
responding, interpreting, and qualifying. One's words can be taken 
up in any number of possible ways. The ongoing effects of an 
utterance, not its singular expression or any one response, produces its 
character as a speech act. (Leitch 2196) 
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Her silence is thus both self-imposed and socially motivated. It is also a symbol of her 
resistance and revolt against the male dominated communicative system where 
women's voice is always given secondary importance. 
If we apply Habermas's theory of 'ideal speech situation' on the present 
environment of the mock-court room, we can frankly say that the speech situation is in 
no way an ideal one for Miss Benare. There is an acute imbalance of power and 
authority among the persons involved in the discussion. Habermas's term 'ideal 
speech situation' refers "to a situation of absolutely uncerced and unlimited discussion 
between completely free and equal human agents," which is absolutely not the case 
with Miss Benare's entrapped position (Geuss 65). Whereas, for others the situation is 
an ideal one as they are in majority and have the backing of the society outside of the 
courtroom. They are trying to prove the ways of the accused 'false' as far as their 
employment of the "consensus theory of truth" is concerned (Geuss 66). Their truth is 
the 'mob truth' and they look down upon the 'truth' which is held by only a single 
person or a less number of people. 
The second female character of the play, Mrs Kashikar speaks 'freely' and 
speaks only a male speech. She has internalised her society's norms and, thus, sees her 
own good only in her husband's good, while her husband always snubs her, even in 
public. She hates Miss Benare's economic, vocational, and to some extent her sexual 
freedom. In Helene Cixous' opinion this is "the greatest crime against women" 
committed by men. Because they have dangerously led women "to hate women, to be 
their own enemies, to mobilize their immense strength against themselves, to be 
executants of their virile needs" (Cixous et al 878). In the act of dragging Benare to 
the witness box, she actually Tenderers her services to the male domination while 
119 
utilizing her womanhood. E. Renuka observes that "Though she is a woman, she 
analyses the problems of women from the 'male' point of view only" (Renuka 88). 
The court functions in full swing while Benare maintains silence. Question 
after question is hurled at her and revelation after revelation is made about her life. 
The basic fact which annoys everybody is the fact of her being an unmarried mature 
woman. The decision of the women who decide not to get married is not considered a 
favourable one in Indian society. Researcher E. Kay Trimberger and the author of the 
book The New Single Woman, finds no equivalent term for the English word spinster, 
not even with its negative coimotations. She compares the figures of United States 
census (2000) with Indian census (2001) and writes that, 
The number of mature, single women is much smaller in India. 
Between the ages of 25 and 59, 89.5% of Indian women are married, as 
compared with 65% of American women in the same age group. As for 
as the unmarried women in that age range, the "never married" account 
for 2.5%)in India versus 16% in the U.S., while the divorced women in 
that population is 17% in the U.S. as opposed to a mere 1% in India. 
(Trimberger, n.p.) 
Although Trimberger holds the opinion that the women who remain or decide to 
remain uimiarried are highly respected in India and thus are able to successfully lead a 
free and honourable life, she forgets Manu's dictum against the freedom of women 
which I have mentioned in the beginning of the chapter. 
The court makes us aware of many incidents and occurrences of Miss Benare's 
life. As a young girl, when she was not even aware of its implications, she had 
developed an incestuous relationship with her maternal uncle. When the liaison got 
exposed, she tried to commit suicide but was saved by her family. As an adult woman 
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she develops another affair. This time with an already married man called Professor 
Damle. Impregnated by Damle, Leela Benare seeks someone to give his name to her 
unborn child. The playwright leaves the long gap of time between Benare's 'first' 
attempt to commit suicide up to the phase of her amorous association with Demle, 
blank. We do not know whether she has really got a chance to get married during this 
untouched period of time as her companions accuse her on the basis of their doubt that 
she may have missed too many of such chances. Mrs Kashikar, who is much annoyed 
due to the new possible trend of women like Benare preferring late marriages or no 
marriage at all, gets reminded of her ovm time when "even if a girl was snub-nosed, 
sallow, hunchbacked, or anything whatever, she—could—get—married!" (100). We 
must also not forget the mental condition of a woman who tried to kill herself in her 
teen age. Maybe she had not psychologically found herself fit for a marital 
relationship and diverted her focus and concentrated more on her career as an 
educator. 
According to Arundhati Banerjee: "Benare remains the prime accused, 
principally because contemporary Indian society, with all its roots grounded firnily in 
reactionary ideas, cannot allow the birth of a child out of (i.e., outside) wedlock" (qtd. 
in Wadikar 45). Her prime concern is to get married somehow to a man of any status. 
It makes no difference whether it is the inter-fail Ponkshe, dependent Rodke or a semi-
rustic Samant. Her advances towards Samant before the very beginning of the trial 
indicate her previous failures in this regard. The people around her have neither their 
sympathy for Benare nor for the child in her womb. They prefigure the fate of the 
unborn child in the shape of their mock-charge levelled against her which is none 
other than the charge of infanticide. While predicting such a heinous thing they tend to 
forget the suicidal tendencies present in Benare's psychic makeup. Benare "wants to 
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bring up the child. In fact it is only for the child she wants to go on living and get 
married." (Tendulkar, Silence 108) Mr Kashikar jumps in to aimounce the news of 
Benare's dismissal from her teaching job which he and her wife have overheard from 
the Chairman of the Education Society Nanasaheb Shinde of Bombay. In other ways 
the concerned society is creating one more trouble for itself in the name of 
straightening the behaviour of its individuals. Benare is not only losing her job, rightly 
or wrongly, living will be very difficult for her. Also, no one dares to marry her and so 
she may have to become a prostitute to earn her livelihood thereby creating another 
social problem. Finding herself ruined Benare tries to consume the poisonous 
substance Tik-20 in the very presence of all her companions. It is the second time she 
is saved from committing suicide. Her life is saved but her saviours remain stubbornly 
ganged up against the life of her foetus. They do not hesitate to ask a mother—the 
same mother whose status they eulogized minutes ago—to kill her own child simply 
because she is not permitted to be a mother as she is yet not bound in a marital vow. 
The decree is highly ironical as well as contrary to the beginning of the mock-trial. S. 
John Peter Joseph observes that: 
Though Benare has been tried in the mock-court for the mock-charge 
of infanticide she is finally compelled by the court to commit the real 
crime of infanticide. Quite ironically the charge which has been framed 
against Benare at the beginning of the trial has turned out to be the real 
verdict at the end of the play. (Joseph) 
The trial stands from its beginning to its end as a mirror to the double standards of an 
intolerant society which has least respect for the lives of human beings, and which 
keeps on changing their judicial standards only to torment the subaltern. 
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Vijay Tendulkar makes Miss Benare intrude into one of the middle-class male 
circles of the metropolis city Bombay in order to dissect the undercover misogynistic 
and reactionary socio-psychological makeup of its members. Ramesh P. Panigrahi 
writes in his article that 
While performing the role of a woman in the group, she transcends the 
limitations of verbal reasoning and tries to spy into the masculine 
strategies; thus, she reaches into the subterranean world and discovers 
experiences which are, in fact, more real than the surface world" 
(Panigrahi 133) 
Benare, who has been left with no opportunity to express herself, gives vent to her 
repressed feelings in an extensive surrealistic monologue. Her eloquence is perceptible 
to none in the gathering. It is the voice of her wrenched soul which gushes forth in the 
flash of just a few seconds. She has a "lot to say", but she knows that "No one can 
understand" her articulation (Tendulkar, Silence 116). In her monologue she finally 
succeeds to say all that she wanted to say all the time. It is through her monologue that 
we come to know that her story is the story of suppression and loneliness. She has till 
now kept her individual thoughts to herself and her existentialistic philosophy of life 
has remained untold. She narrates how a new hope of life was bom in her after her 
first attempt to commit suicide. Her monologue is the narration of her lifelong secrets 
and inner most feelings. It is the tale of her love-hate relationship with the life. She is 
the one who wants to destroy her existence and live her life to its fullest at the same 
time. Her dilemma is the dilemma of freedom and bondage, nature and culture, and 
man and woman. Like a pendulum she has always kept dangling between the 
opposites. Her craving for a free and natural life gives her courage to live and the 
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bondages of her society instigate her time and again to free herself from the shackles 
of life itself In the same breaths she adores as well as detests life: 
When great waves of words came and beat against my lips, how stupid 
everyone me, how childish, how silly they all seemed. Even the man I 
call my own. I thought, I should just laugh and laugh till I burst. At all 
of them . . . that's—just laugh and laugh! And I used to cry my guts 
out. I used to wish my heart would break! My life was a burden to me. 
[Heaving a great sigh] But when you can't lose it, you realize the value 
of it. You realize the value of living. You see what happiness means. 
How new, how wonderful every moment is! When you seem new to 
yourself. The sky, birds, clouds, the branches of a dried-up tree that 
gently bends in, the curtain moving at the window, the silence all 
around—all sorts of distant, little noises, even the strong smell of 
medicines in a hospital, even that seems full to bursting with life. Life 
seems to sing for you! There's great joy in a suicide that's failed. It's 
great even than the pain of living. . . . [Suddenly striking a courtroom 
attitude.] Milord, life is a very dreadful thing. Life must be hanged. Na 
jeevan jeevanamarhati. 'Life is not worthy of life'. Hold an enquiry 
against life. Sack it from its job! (Tnedulkar, silence 116) 
There is an evident feminist streak in Benare's character. Her life has been full 
of valorous claims of self-sufficiency and the resilience against reactionary masculine 
social norms. In Samik Bandyopadhyay's words, "she challenges the executors or 
power in absentia" her executors are none but the patriarchs of her society and the 
power she happens to challenge is the male power (xliv). Her executors try her in the 
mock-court believing that she has committed a sin. If she has really sinned then we 
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must acknowledge that professor Damle is an equal partner in it. But ironically enough 
it is only Benare who is held responsible for it. Nobody seems to raise a finger against 
Damle's character. Here it is the Eve who is symbolically asked to vacate her Aden 
while Adam keeps enjoying the fruitful garden. The same experience of 
unspeakability which Benare experiences, has always been experienced by almost all 
women including the great torchbearers of feministic thought. In this regard Helene 
Cixous writes about her own experiences. 
Time and again I, too, have felt so full of luminous torrents that I could 
burst—burst with forms much more beautiful than those which are put 
up in frames. And I, too, said nothing, showed nothing; I didn't open 
my mouth, I didn't repaint my half of the world. I was ashamed. I was 
afraid, and I swallowed my shame and my fear. I said to myself: You 
are mad! What's the meaning of these waves, these floods, these 
outbursts? (Cixous et al. 876) 
Her whole speech is addressed not to the living beings present around her but to the 
rigid moral statutes and the brazen statues of the guardians of morality. The whole 
scene takes place in her mindscape. She rather fails to give any statement in her 
defence as per the norms of the court. Therefore none of them is in a position to hear 
her speech. Her monologue, in a way, changes its shape as a soliloquy. Her hypocrite 
tormentors shamelessly proclaim all their ruthless treatment as a mere game. It is only 
the 'ignorant' Samant, who places his green rag parrot in front of Benare as gesture of 
sheer compassion for her. 
Tendulkar presents himself as a potent champion of individual freedom. 
Benare, as his mouthpiece believes in a future when the people of her own age will be 
subject to detestation for their narrow moral codes and repression of natural human 
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desires. She believes in a time when the hypocrisy of twentieth century man will be 
questioned by their own progeny. In Shailaja B. Wadikar's opinion "Tendulkar's plays 
manifest his strong dissatisfaction with the prevailing social order. They deal with 
miseries and sufferings caused by the cruel forces and conventions of society" (39). 
The play is a treatise on moral slavery and middle-class obsession with power. 
Whether anybody is profited by this process or not, the individuals with lesser degrees 
of power or with higher demands for freedom bear the brunt of their society for 
crossing the line. The hypocritical society retains no stone unturned to silence the 
voices which raise questions on their fake morality and authority. It would like to 
conclude the present chapter with Ramesh P. Panigrahi's quote as it tends to sum up 
the main source of contestation among the characters. He genuinely opine that the 
present play 
. . . is based on the theme of power, its sources and manifestations. The 
characters fight for authority and power and try to trap each other 
through a metaphorical mock-court." (131) 
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Chapter 5 
Sakharam Binder. A Hedonist's Egoism 
Every woman must be loyal, faithful, obedient, honorable 
to her husband even if he is blind, deaf, dumb, old, 
physically handicapped, debauched or, gambler and 
neglects his wife and lives with his concubine(s). If 
the husband is unhappy, it would be the fault of his wife. 
If he cries, she should cry. If he laughs she should laugh. 
She can only answer humbly to his question. She should 
not on her own put any question. She should eat only after 
her husband eats. If he is beating she should not react, but 
fall on his feet and beg him to pardon her, and kiss his 
hands and pacify him. If the husband dies she should burn 
herself to death on his funeral pyre and go along with him 
to the other world and serve him there in this manner. 
(Padma Purana, qtd. in Virdi), 
The power imbalance between men and women in the intimate kinship— 
marital, extramarital as well as blood relationship—seems to be one of the favourite 
subjects of Vijay Tendulkar. The relationship between men and women in Tendulkar 
has broadly remained as a relation between the exploiters and exploited. The 
playwright has dealt with the exploitation of women by their intimate male relatives or 
by their more powerful male companions in many of his plays. For example, the 
protagonist of Ghashiram Kotwal uses his daughter Lalita Gauri as a tool to gain 
power over the rival Brahmins of Poona. He barters her in order to avenge himself on 
his oppressors. In Silence! The Court is in Session, Miss Benare's middleclass co-
actors torment her for being a fearless and independent lady in order to assert their 
own male pride. The play Kamala not only depicts the exploitation of Kamala, the 
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tribal woman, in the hands of a career-minded journalist, Jaisingh Jadhav, who 
shamelessly purchases and dumps her away in an orphanage after trying to make use 
of her to enhance his own career, but he also exploits her own wife by making her a 
drudge for his own benefit. The similar kind of episodes occur in the plays. The 
Vultures and Kanyadan. In addition to the rivalry between men, The Vultures shows 
us how a sister is physically and psychologically tortured by her brothers and how she 
lives her life as a frightened bird. And last but not least, the play Kanyadan also 
revolves round the same kind of story in which a daughter's life gets ruined as she 
readies to sacrifice herself at the altar of her father's idealism and social 
experimentation. 
Sakharam Binder (1972), which is considered by Girish Kamad "the best play 
written in the last thousand years" (qtd. in Renuka 4), can be enumerated under the 
same category of plays which critically represent the essential inequity between the 
male and female members of Indian society in which the patriarchal monopoly has 
rendered the women as helpless and powerless creatures. E. Renuka quite rightly 
observes that "The play [Sakharam Binder] forces us to examine the man-woman 
relationship afresh" (23). As we keep on living in a specific society, we gradually 
become immune to its faulty practices and barely tend to notice them. It is through the 
masterpieces of the writers and artists like Vijay Tendulkar that the bitter reality sheds 
its sugar-coating of normalcy—at least to some extent. The unusual practices or/of 
some peculiar characters help us to come out of some established ideological 
boundaries. The main character of the present play is one such person whose weird 
style of leading his life shocks us so much that it ultimately helps us to see the things 
in a better way. Shailaja B. Wadikar writes in this regard that "Through Sakharam's 
character, Tendulkar exposes the masochism of the lower middle class male" (2). 
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Sakharam leads a bohemian life, cut off from all blood relations and unwilling to get 
involved in any conjugal bond. 
Sakharam Binder is one of the typical Tendulkarisque plays which revolve 
round the deeds and misdeeds of yet another eccentric social rebel, Sakharam the 
bookbinder, who outlaws the institution of marriage and lives his life as a social 
outcaste. If the play has to be set in any historical era, it can be allotted any time in 
history after the art of book making and book binding has been developed. The 
household in the play is an ordinary one which is minimally equipped. Mridanga [a 
traditional musical instrument], pictures of gods and goddesses and utensils may 
indicate towards a broad historical spectrum. But it can easily be recognized with 
Tendulkar's own time, that is the Post-Independent India. 
The play mainly focuses on the criticism of marriage and hypocrisy involved 
in outwardly benevolence of a villainous hero. Sakharam brings helpless and homeless 
women to his home and acts as a saviour for those women. While bringing them in, he 
believes, and forces others to believe, that he is not like any of the husbands who he 
says are ruthless tyrants. As a tactful crook, Sakharam remains vigilant to track down 
the helpless and discarded women. Sakharam keeps an eye on women who are, or are 
going to be caste-off This is evident by his own dialogues with his friend Dawood 
after the departure of Laxmi. He has heard about the sacking of a police fauzdar (a 
policeman of a lower rank) and guesses that his wife will leave him. He says that "I 
will be on my track from tomorrow" (Tendulkar, Sakharam 154). Sakharam attracts 
them by shedding crocodile tears at their deplorable condition and by apparently 
attacking their husbands for their wretched state. 
Sahkaram has no respect for the traditional institution of marriage and has 
never married in his life as per the conventional laws of his society. But the women he 
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brings are supposed to act as his wives—one at a time. He does not prove a saviour 
for them but a "confused hedonist" who never takes the responsibility to live his 
whole life with a single woman. His feigning that he is not like a husband is just a 
mask behind which he acts to fiilfil his lustful and selfish deeds. According to E. 
Renuka, he is "confused" because he falsely thinks himself to be much better than a 
traditional husband. In the whole play we see him behaving worse than a real husband 
(35). He is always at liberty to throw out the withered and pined women and pick new 
and comparatively younger ones. The reality is that he never wants to get involved. 
Whatever may be the degree of his tyranny on the rejected women of his 
society who have no one to turn to for support, Sakharam shelters them without any 
consideration of loss of his personal reputation. There is certainly some inner urge in 
Sakharam to change some of the social conditions prevalent around him. His fearless 
nature motivates him to rebel against the moral codes of his society. He knows that the 
people around him are not righteous either and their outward morality is only a 
hogwash meant to deceive not only others but they deceive themselves also. In a 
social scenario where no one raises a finger against the faults of the other people, the 
whole phenomenon of deception turns into a kind of social contract. When such 
circumstances prevail when nobody is free of faults in a specific society, people tend 
to keep calm and let things happen in a routine manner. 'Let others be gross so that I 
am myself free to err' seems to be the only logic behind the sinister silence of the 
people. According to Sakharam, people "put on an act all the time" and follow the 
formula "You hold your tongue and I'll hold mine!" (126). When the same process of 
shamelessness and promiscuity flourishes in a society for a prolonged period, people 
accept the crooked behaviour as the normal practice. In this general process of mutual 
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deception, only the weak get affected. Sakharam remains all the time in the delusion 
that he is different from others. 
We can see Sakharam in the light of Max Stirner's (1806-1856) concept of 
nihilistic egoist (Newman 126). Stimer has more recently been variously portrayed as 
a nihilistic anarchist, a precursor of Nietzsche, and a forerurmer of existentialism. If 
we see nihilism as a separate concept, it is, according to Nietzsche, "the general 
condition in which human beings find themselves unable to invest resolute belief in 
anything, including (or especially) the authority of God (or any other putatively 
transcendent value)" (Conway 431). This kind of nihilism leads human beings to live 
an ascetic and meaningless life which may ultimately prove self-destructive for them. 
D. Conway writes that "the persistence of [Nietzsche's] nihilism thus signals the 
advent of the 'will-to-nothingness', which he identifies as the will never to will again" 
(431-432). Sakharam Binder does not believe in any kind of authority, religious or 
otherwise, except the authority of his own. His selfishness and self-serving tactics add 
to his nihilism a streak of egoism. David Leopald defines Max Stirner's concept of 
egoism in the following words: 
Egoism is perhaps most often identified with the pursuit of self-interest. 
Stimer is held to have believed that the individual ought to act in order 
to maximise his own self-interest, and hence to promote the interests of 
others only where and insofar as it is conducive to his own. In short, 
Stimer is thought to be committed to the position usually known as 
ethical egoism. (Leopald, "Left-Hegelian" 779) 
Sakharam Binder's nihilism compels him to "escape the tyranny of religion" by not 
adhering to the bond of marriage which is essentially a religious institution (Leopald, 
"Max Stimer" n.p). He is selfish and altruistic at the same time. He is nihilistic. 
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because he defies all kinds of social bondage; he is altruistic, because he 
simultaneously tries to help some of the helpless creatures of his society. He can thus 
be easily categorized as a nihilistic egoist. Sakharam succeeds to evade the mastery of 
anyone over him but he fails as per the Stimerian standards of egoism. In his own 
words, while talking to Laxmi, he says: "I disown my own father. I wouldn't let 
anyone boss over me. But 1 did listen to you, didn't I? Didn't 1?" (148). He lets his 
women, first Laxmi and then Champa, master him to some extent. Max Sterner writes 
in his book The Ego and its Own that "I am my own only when 1 am master of myself, 
instead of being mastered either by sensuality or by anything else (God, man, 
authority, law, state, church) . . ." (153). Sakharam does not let anybody to gain 
mastery over him; however he always remains a slave to his flesh and his sensuality. 
He is one of those people who do not surrender to their society or community and 
revolt in a unique way. Nonetheless such lonely egoists resemble and remain the same 
as others in the long run and do whatever other people of their society do. 
Sakharam lives on the edge of humanity and remains in contact with only a 
few people including his Muslim friend Dawood and the women whom he brings into 
his household. The nonconformist Binder lives in an unbound society where a person 
with his own unique moral standards dares to experiment with new standards of 
morality and immorality. The society depicted in the play, if not completely lacking in 
policing system, has a very weak moral policing. The situation is such that a woman 
beats a police constable (Champa beats her husband Fauzdar Shinde). Sakharam's 
revolt is a half-revolt. He does, knowing or unknowingly, submit to the social dictates 
against which his basic revolt is based on. Although he does not follow some of the 
practices of his society in real spirit, ironically enough, the result of his somewhat 
different practices prove even worse than the 'normal' social practices prevalent 
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around him. His enthusiasm bears bitter fruit due to his lack of direction. Sakharam 
certainly has the energy to revolt but he lacks the requisite guidance. His critical 
faculty provides him zest to vehemently attack the moral debauchery of other people 
but his half-baked revolutionary zeal leads him to go astray. While commenting on the 
moral sincerity and critical strength of Sakharam, E. Renuka writes that: 
Sakharam is not enlightened enough to examine critically the society in 
which he lives but reacts against it passionately and in the process falls 
a victim to it. He falls a prey to all the evil manipulations of the society 
like violence, male chauvinism, power etc., all issuing from the same 
evil, hypocrisy. (23) 
Sakharam falls into the pit of self-delusion. He thinks that he is different from others 
but he does whatever the others do. The only difference is that he does it in a different 
but worse maimer. We do not see anybody intervene in the 'moral corruption' of 
Sakharam Binder except the occasional interruption of a few street urchins whom 
Sakharam easily gets rid of through a slight scold: "What're you gaping at? You think 
we're dancing naked round here? Move on, get the hell out of here! I'll shine your 
bottoms for you, I'm warning you, the whole lot of you!" (125). Laxmi, a complex 
and self-styled pious lady, living an unwed, 'sinful', and torturous life with Sakharam 
knows that people are aware of their objectionable liaison with each other but it is 
only the children who talk about it. She says that: "I've been through everything in 
this house. The whole world knows what goes on here. Even the children talk" 
[emphasis added] (147). At the very beginning of the play we see Sakharam guiding 
his sixth woman, Laxmi, into his two-roomed house while "the noise of the shouting 
of children and the topsy turvy setting of the house work as an appropriate background 
to stir the rage of Sakharam" (Agrawal 85). When Laxmi leaves him on their mutual 
136 
accord and Sakharam Binder brings one more woman, Champa, into his house, the 
children once more gather near his compound as if manifesting the only kind of social 
resistance. He repeats the similar kind of verbal response to get rid of them: "Damn 
you. What do you want? Bloody brats! You hear me? How many times have I told 
you? Get out, you hear! You think this is some kind oitamashal I'll skin your back if 
you don't move on" (155). His intimidating reprimand to the children of his locality 
does indicate, if not a strong but certainly a glaring proof of the presence of superego 
within his psyche. His use of the words like "dancing naked" and "tamasha" clearly 
show that he is aware of the type of deeds he is indulging in. 
Sakharam's hedonism is based on his own helplessness and previous as well as 
his ongoing discomfiture. He is the one who "ran away from his home" at the age of 
eleven after getting "fed up with" his "father's beatings" (127). Bitter life of his past 
makes him coarser. He is apparently not afraid of the people of his society. When his 
friend Dawood asks him to think about what people say about his immoral way of life, 
he gets irritated and angrily responds: 
People! What do I owe them or their bloody fathers. Did they feed me 
when I went hungry? I lay dying in the Miraj Mission Hospital. Did 
anyone bother to find out whether I was alive or dead? Don't talk to me 
about people, Dawood. (173) 
Sakharam's decision to remain unwedded throughout his life may have diverse 
causes. One of the evident reasons is the failure of any kind of intimacy of him with 
his parents and resentment towards the other people of his society. He has no belief in 
any permanent relationship. A perpetual kind of fear persists within him of those 
people who may try to overpower him. Fed up of all relationships, Sakharam likes to 
maintain close relationship only with the weaklings. As far as the question of his 
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Muslim friend, Dawood, is concerned, he acts like a disciple of Sakharam. The 
discarded women seem to Sakharam to be the only suitable option to have an 
appropriate liaison with, because he is quite sure that they can never overpower him 
and in case they try to do so, he is free to discard them without any hindrance or 
regrets. Political psychologist David G. Winter writes in one of his papers that some of 
the: 
Concerns with power lead men to profligate sexuality-for example, 
having sexual intercourse at an earlier age . . . and with more partners . . 
. . Such men seem drawn to the mythic figure of Don Juan, who 
seduced and abandoned women ("in Spain, already a thousand and 
three," according to the libretto for Mozart's opera Don Giovanni). Like 
Don Juan, moreover, these men seem to pursue sex not for its own 
sake, but rather as a way of demonstrating their power by exploiting, 
humiliating, and debasing women. For example, power-motivated men 
prefer dependent wives . . . who do not have independent careers. . . . 
Not surprisingly, such men are likely to turn violent with their intimate 
partners. (387) 
We are being provided no clue about Sakharam's youthful promiscuity by the 
playwright. But Sakharam resembles the mythic figure of Don Jaun, with the only 
difference that the latter "seduced and abandoned women" and Sakharam seduces the 
abandoned women and Abandons them at his own will. He, too, maintains his 
relationship with his women as a power relationship, always cautious to retain control 
over them. His decision to choose dependent women is a strategically-motivated 
option so that he never falls short of power. 
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Even though Sakharam harbours grudge against those husbands who deceive 
and treat their wives cruelly, he too "as a man, looks down on women like anybody 
else" (Renuka 29). He acts and contemplates as a real misogynist as he hates women 
and thinks them as valueless beings. While rebuking Laxmi, he articulates his actual 
way of thinking about women. While arguing with her he says that: "All you women, 
you're a worthless lot!" (141). At another occasion Sakharam gives vent to his 
misogynistic attitude and patriarchal ideology about women. Lecturing to his friend 
and disciple, Dawood, about the 'wickedness' of women and his anti-marriage point 
of view, he invites him to contemplate about this issue: "Come to think of it— 
women—they're clever lot. It's only when woman gets married that she goes wrong.* 
She begins to feel, 'Now I've got my man!' But the husband—he's a proper swine! He 
ties her down; he doesn't get tied down himself!" (126-127). Sakharam attacks and, at 
the same time, sympathizes with women. Even though he disapproves the promiscuity 
of married men, he also views women only as "a cheap way of fixing all our 
appetites" (126). 
As compared to Kamala the setting of the play Sakharam Binder is not that of 
a middleclass society, but the household depicted in the play belongs to a lower-
middleclass—rather a working class—bookbinder. If not a primitive one, the main 
character of the play certainly follows the natural human instincts. His basic human 
instincts make him to follow the path of his flesh. Devoid of any sophistication, 
Sakharam's raw rebellion forces him to pursue the demands of his body in an 
unconventional way. If Jaisingh Jadhav of the play Kamala is an unethical pursuer of 
his career Sakharam too is an unprincipled follower of the unbound desires of his 
flesh. May be he is "not scared of God or of God's father!" (126) but he is in no way 
an atheist. He is the firm believer in the omniscience of the Creator. While repeatedly 
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justifying the open pursuit of his 'bodily bliss', Sakharam does not override the 
religious concept of obligations to the laws of nature. "Who put bones and flesh 
together in this body? And who sent h here?" he asks and then replies himself: "God. 
You think he doesn't know about its itch?" (142-143). He does not think that 
religiosity can be any help to overpower the weaknesses of body. He believes that all 
men are the same and all of them have the similar kind of bodily desires. The 
difference is only that some of them are cowards and thus they try to hide their deeds 
and desires from their fellow men. According to him "the men are all the same. They 
slink out at night, on the sly. And they put on an act all the time. They'd like us to 
believe that they're an innocent lot!" (126). Sakharam thinks that the majority of men 
have no "guts to do a thing openly! I ask you what's wrong with it? Damn it all, the 
body has its appetites! Who made it? God. You think He doesn't know? . . . We're not 
saints. We're men. I tell you, worship and prayer can't satisfy the itch" (126-127). 
The way he reacts against the dishonest social practices, does not give him 
only the status of a firm critic of the hypocrisies of his society, but it also degrade him 
as a bewildered sufferer. According to E. Renuka, Sakharam, "a confused victim of 
the hypocritical social mores, brings into further relief the 'humbug' that exists at the 
level of man-woman relationship in the traditional Indian society" (36). He is a man in 
transitory phase; he knows that there is some inherent fault within the traditional 
concept of man-woman relationship. He is aware of the highhandedness of a 
conventional husband over his wife. His critical attitude reveals his sympathies for 
women. He helps them, feeds them, gives them shelter—one at a time. But his 
utilitarian ideology reveals the fact that he too is a staunch adherent of the common 
social thinking which teaches men to look down on women as helpless, powerless, and 
serviceable creatures easily available everywhere. Although he does not believe in the 
140 
conventional relationship of husband and a wife, he demands from the women whom 
he brings into his house the loyalty of a spouse and bids them to live their lives as his 
unofficial wives. The very moment a woman arrives into his home, he mechanically 
begins to put forth the codes of conduct she has to abide by while living in his home. 
"And one last thing" he tells the woman to whom he is going to provide food and 
shelter, is that she will "have to be a wife to me" (126). And whenever he thinks that 
he no longer needs her or is not comfortable with her, he thinks himself free to declare 
that "Enough is enough. We're not married. There's nothing to bind us. We don't need 
to remain tied to each other. You can go away. I can go mine. You don't owe me 
anything. I owe you nothing either. Let's be free of each other" (151). 
In each of his successful plays, Tendulkar mostly uses the view point of 
uncommon people; the people whose thinking modes force us to see the anomalies 
hidden beneath the common social norms. Sakharam Binder is one of those men who 
act and react differently from the masses. One of the favourite subjects of Tendulkar is 
the depiction of uncommon relationship between man and woman. He does not show 
his viewers the usual blissful image of a happily married couple, nor does he portray 
the shiny picture of the interior of domestic life. He instead critically peeps into the 
man-woman relationship, well equipped with his critical vision and focuses on the 
imbalances and fault lines responsible for wreaking havoc not only within the home 
but its tremors can even be felt in the broader social scenario. Acknowledging the 
controversial status of Vijay Tendulkar among the modem Marathi dramatists, 
Chandrashekhar Barve writes that, "While depicting the man-woman relationship, he 
shows something uncommon and strange; but it is equally true that he never gives a 
perverted and vulgar form to this depiction" (22). The type of contract between 
Sakharam and his women is a miniature depiction of the social institution of marriage. 
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The difference between Sakharam's bond with his women and a socially sanctioned 
marriage is that the latter is supposed to be a lifelong contract. The 'vulgarity' he 
depicts in the present play is the common 'vulgarity' of man-woman relation. 
Sakharam is contemptuous of all husbands and thinks that he is morally better off than 
those who he thinks "can't father a brat and they take it all out on their wives. Beat 
her, kick her every single minute of the day. They're an impotent lot! For them the 
woman's just dirt, that's all" (127). Ironically, he himself commits the same barbaric 
and sadistic acts of cruelty and criminality on Laxmi as well as on Champa. His 
pseudo-moralistic attitude never lets him to feel any kind of remorse. He thinks that he 
has a right to treat the women as cruelly as he wishes because he has done them a 
great favour by providing them shelter in his house. In addition to that, he thinks that it 
is the women who are equally responsible for the treatment met in his house because 
he has made them aware of his own short-temperament at the very outset: "No free 
and easy ways here, see? I'm hot headed. When I lose my temper, I beat the life out of 
people. I've a foul mouth. There's always a bidi or an oath on my lips—that's what 
the whole town says about me" (125). Conscious of their helplessness he offers them 
to live in his house, saying that: "If you think it's all right, put down your bundle and 
stay" (125). 
One quality of Sakharam which differentiates him from other people is his love 
for freedom. He does not like any strings attached to him. His love for freedom forces 
him to leave his parental house in his childhood days. And the same desire of 
remaining free forces him to stay out of marital bonds. The second most important 
characteristic of his personality is the presence of extreme bitterness towards the 
hypocritical ways of the people in his society. Both of these qualities lead us to an 
ambiguous conclusion regarding his personality. Although he is aware of the faults of 
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his society and he does posses the courage to choose a different way for himself, but 
his decision to do so seems to be just a tactics of self-preservation. He is not able to do 
any good to others. Whatever he does, he does it for himself Ashok S. Desai is quite 
right when he says that "Sakharam is frank and outspoken and his rough idiom seems 
the right vehicle for the values he has evolved for himself He tries to work out an 
independent philosophy of life, with no false obligations" (qtd. in Renuka 25). His 
crocodile tears of showing sympathy for the cast-off women and his hatred for their 
husbands is nothing but a hypocritical plea to lead the life of a libertine. 
Sakharam's lower middleclass male mentality does not prevent him from 
pursuing his macho ambitions. Laxmi is the sixth woman who sets her foot into the 
modest dwelling of this hot-headed Casanova. Though her lean physique and 
religiosity does not match Sakharam's fiery nature, she manages to stay for more than 
a year with him. The tension caused due to the uncommon, although transitory 
relationship between a religious woman and an irreligious man adds to the dramatic 
effects of the play. 
Sakharam finds Laxmi staying in a ''Dharamshald" (a nursing and retirement 
home for religious people or run by religious people) after she gets expelled from her 
husband's home. He brings her with him to his own house (127). Laxmi's husband has 
driven her out simply because they "had no children" (180). To come with Sakharam 
to his house seems to have been a much better option for her than to stay in a 
Dharamshala. Although Laxmi is not literally a widowed woman, her condition is not 
better than that of a widow. There are several cases where the 'discarded' women, 
who have nowhere to go to, turn to religious and semi-religious institutions like 
Dharamshalas or Ashrams where they manage to live on the meagre donations made 
by some of the philanthropic people and on the meagre salaries for the minimal work 
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they are sometimes assigned. These 'discarded' women are generally the widows 
whose relatives do not provide them any kind of support to live on. One such glaring 
instance is the widows of Vrindawan: "They are called the 'white rainbows' to 
camouflage the ugly reality of their existence. . . . Like a cruel joke, the poor Hindu 
widows are abandoned at Vrindavan, the birthplace of Lord Krishna" 
{tribuneindia.com). There are said to be thousands of them in the holy city of 
Vrindavan who have lost their companions and are refused by their relatives. 
If anyone tries to see the city beyond Lord Krishna, beyond religious 
beliefs and prayers, one can see injustice and can observe the cruel face 
of the so called civilized society. Everywhere you can see a human 
being wrapped in white 6 meter cloth (Sari), they are the widows of 
Vrindavan. (Chaterjee) 
As Sakharam's harsh experiences make him a person who does not respect the laws of 
religion, the same kind of experiences have drawn an opposite effect on Laxmi's 
psyche and made her a highly religious-minded woman. She herself acknowledges the 
origin of her religiosity while conversing with Champa. She says: "My faith is what 
gave me strength when life was hard. Another woman would have killed herself I 
went on living" (178). As, according to the report published by National Commission 
for Women, the "destitute women of Vrindavan" sing hymns in the praise of God in 
some ''bhajan ashrams'" and get meagerly paid by some rich pilgrims for it (5), Laxmi 
too keeps on chanting holy hymns whenever she finds herself in depressed condition. 
The 'holiness' associated with them strike a note of resemblance between them. The 
insufficient measures of social security and inefficient social laws have rendered a 
major chunk of the women of all classes of India vulnerable to the criminalities of the 
people like Sakharam. 
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Laxmi's current destitution does not match iier past familial pride; nor does 
Champa's energetic disposition help her to save herself from becoming a prey to the 
bullies of Sakharam. When Laxmi tries to boast of her honourable descent, Sakharam 
reminds her of her current powerlessness: 
LAXMI.... Maybe I'm homeless now, but I came from a good family. 
My father used to be a Mwra//"[magistrate]. 
SAKHARAM. Munsif be damned! Once a woman is thrown over, 
nobody calls her respectable. Remember that. I at least took you 
in. (147) 
Champa's reason of accepting the proposal of living in an unwedded relationship with 
Sakharam is also of the self-preservative nature. She gives vent to the logic of 
tolerating his cruel company in the following words: "What else can I do? Go out in 
the streets? Face half a dozen animals every day! Easier to put out with this one" 
(181). 
Sakharam keeps his women as his private property, trying to master their 
whole being. Leading a life of a hedonist makes him consider himself of the supreme 
importance and that is why he never respects anyone else's individual identity. His 
women are not allowed to have any kind of intimacy with anybody else except 
himself While living in his house, Laxmi's loneliness makes her to be an illusionary 
friendship with ants and crows. E. Renuka finds the similarity of her befriending with 
these animals with Harindranath Chattopadhyaya's play The Parrot, in which a 
woman speaks to a parrot—as she thinks herself too as a bought creature from the 
marriage market— and O'Neil's Yank in the Hairy Ape, who also makes friendship 
with a gorilla in the zoo (Renuka 38). After noticing Laxmi laughing at an ant, 
Sakharam forcefully demands from her to laugh for himself too: "Get up and laugh. 
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Laugh or I'll choke the life out of you. Laugh! Laugh! Go on, laugh!" (141). The wild 
laughter of Laxmi seems to him a kind of revolt against his own authority. We know 
that "When we laugh . . . we express a feeling of superiority" over others and that 
laughter "is the power to free us from servitude and illusion. This is why those in 
power fear it" and the people in power always 
surround themselves with thinkers who study the threat it poses and 
view it as dangerous. Plato sees laughter as a potential source of 
disorder in the city-state. Jesus takes himself far too seriously ever to 
laugh. For more than a thousand years, Christian discourses 
condemned laughter and its profane power.... Among those who fear 
the dangers of laughter is Hegel, who attributes the very degeneration 
of civilisations to its negative and anti-social tendencies." (Brulotte 
14-15) 
Sakharam fears it too. His brutal insistence to make Laxmi laugh is his symbolic act of 
controlling her laughing power—the power to overpower. 
After Laxmi's consensual departure, Sakharam's seventh woman, Champa, too 
undergoes the similar kind of abusive treatment. Sudhir Sonalkar calls Champa "a real 
woman: tough and ready to fight" (qtd. in Renuka 42). Although she seems apparently 
"gross and sensual, but she, too, is touchy and sensitive to some of the issues of life" 
(Wadikar 3) and thus not ready to let Sakharam use her sexually. Boldly refusing his 
amorous advances at the first night, she taunts Sakharam saying that: "I don't like it at 
all that man-woman stuff. I had my honour to save" (162). She is able to endure him 
only after she is drowsy after consuming liquor. His brutalities turn her into a 
complete alcoholic. 
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Laxmi's submissive nature and simple living style in addition to her religious 
propensity compels Sakharam to mend some of his negative capabilities. When she 
decides to leave him after the companionship of more than a year with him—as she 
feels that she can no longer stand the sufferings she experiences as a concubine to 
him—Sakharam mentions the positive changes he has succeeded to bring in himself 
because of her presence: "Haven't I been drinking less this year? . . . Last month I had 
ganja [marijuana] just twice. And don't I do puja [prayers] properly? Go on, tell me. I 
bathe every morning, and then I sit here for my puja. Don't I?" (148). His scant 
attempts to change himself are not sufficient to prevent Laxmi from leaving his home. 
Fed up with the monotonous presence of Laxmi, Sakharam grabs this chance to get rid 
of her. A contrast to Sakharam, Laxmi lacking the essential sensuality and thus unable 
to fulfil the physical demands of the other, is compelled to leave. According to 
Shailaja B. Wadikar: 
Laxmi fails to fulfil his excessive physical lust and Sakharam remains 
blind to her expectations. Both cannot satisfy each other either 
physically or psychologically. There is no sharing, no harmony in their 
relafionship; their life is totally disrupted. At last, they part company, 
saying good-bye to each other in good humour and a very cordial 
manner. (3) 
Her place is immediately filled up by Champa, who is a complete contrast to Laxmi's 
religious piety and lean stature. Champa's bold and sensuous nature enthrals Sakharm 
Binder so much that he begins to skip even his daily work at press. Long after Laxmi 
has left, Sakharam's Muslim friend Dawood reminds him of the olden days when 
"Laxmi bhabhr was there. Sakharam gets enraged at the mention of her name in his 
house and says that: "Laxmi's gone. She's dead as far as I'm concerned. . . . Now it's 
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Champa. Nothing else. Nobody can match her Uttle finger. You don't know what fun 
Champa is" (173). 
As for as the character of Champa is concerned she is, according to Sudhir 
Sonalkar, a real woman, always "tough and ready to fight" (qtd. in Renuka 42). The 
difference between Sakharam's other women and Champa is that she is not a cast-off 
woman. It is she who has herself chosen to forsake her frail, drunkard, and dismissed 
husband Fauzdar Shinde. She is a practical woman who does not want anybody to 
master her. While entering into the household of Sakharam as he is parroting exactly 
the same version of the rules and regulations for the women in his house, it is Champa 
who manages to dictate terms to him by the dint of her relatively attractive stature and 
seductive appearance. Gabrielle Mitchell-Marell rightly describes the character of 
Champa as follows: 
She is curvy, sensuous, frank and, because she walked out on her pining 
husband, has the illusion of choice as a bargaining tool. Her 
nonchalance and disregard for Binder's instructions combined with her 
flirty intensity renders him speechless. The power shifts, making him 
glassy-eyed and useless. (Mitchell-Marell) 
Sakharam is never seen to be in a position to domesticate Champa as he has done with 
Laxmi. He is able to gain her intimacy only at the occasions when she is fully 
intoxicated after drinking. She never accepts him as her man as Laxmi has done 
wearing mangalsutra (the wedding necklace which married Hindu women wear 
around their neck) in his name: "Look at this, I wore this in his name. I belong to him. 
If I have to be kicked, let him kick me; if I have to die, let me die in his lap—in full 
glory like a married woman" (187). There is an ultimate difference between Laxmi 
and Champa; the first one was expelled from her husband's house for not bearing any 
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child and the second one has left her husband because he was sacked from his job and 
had nothing to offer her. 
CHAMPA. Why did your husband drive you out? 
LAXMI. Because we had no children. 
LAXMI what about you? 
CHAMPA. Impotent husband! (180) 
The very day Champa arrives at Sakharam Binder's house, she develops a liking for 
his Muslim Friend, Dawood, as she keeps on repeating the words "He's nice!" (159) 
for him in front of Sakharam. It is a fallacy to consider Champa as a complete 
bimbo—only an attractive but unintelligent woman. She is a woman who wants to 
lead a life of her own choice and dislikes any kind of monopoly of anybody over 
herself Beena Agrawal tries to find a method in Champa's unnecessary admiration of 
another man in front of Sakharam. She writes that it is also "To boost up his anger and 
contempt [that] Champa again and again exhibits greater respect for Dawood (94). 
The play Sakharam Binder is full of ironies and one of the greatest ironies is 
the illusive concepts of the women who accept Sakharam's help in order to save 
themselves from the wrath of men in the outside world, and get abused by him in his 
own house. Vijay Tendulkar deconstructs the myth of the romantic relationship 
between men and women in his plays. The present play depicts the man-woman 
relationship as a lustful and need-based contract. Sahilaja B.Wadikar points out the 
same anti-romantic viewpoint of Tendulkar. She writes that the playwright "presents 
man-woman relationship in terms of sensuality and violence rather than love and 
affection". She adds that Tendulkar "projects not love but its perversion, not sex but 
its degradation" (1). Though he deals with the subjects of sexual perversion and 
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violence and quite frequently employs the socially abhorred, but covertly prevalent, 
themes of sex and violence in most of his well acclaimed plays. But it is through these 
themes that the playwright tries to wake up the conscience of his viewers as well as his 
readers. Chandrashekhar Barve quotes Veena Noble Das in one of his papers on 
psychological explorations of life in Tendulkar's four plays: Silence! The Court is in 
Session, Vultures, Sakharam Binder, and Gashiram Kotwal that the phrase "sex and 
Violence" is very loosely attributed to in the discussion of these plays, "But in none of 
these, the theme of sex and violence is superficial, as it forms an important part of the 
content of the plays. The four are considered as representative plays of the Marathi 
theatre of cruelty" (70). 
While living his life with Champa, Sakharam forgets the whole world. 
Ignoring his duties at press and remaining drunk the whole day becomes his routine 
habit. Mohan R. Limaye rightly comments about Sakharam that "When Champa 
enters and Laxmi is pushed out of Sakharam's life, he begins a descent into an orgy of 
excessive drinking, of smoking marijuana and making love out of season" (140). 
Although he has forgotten everything about Laxmi and he is in no way a religious 
person, there is certainly a noticeable effect of Laxmi's religiosity on his psyche. She 
has succeeded to leave a mark on him. Because she was religious, he now wants to 
see, if not complete but at least a little bit of respect for religion in Champa too. That 
is why he scolds her for being drunk, unkempt, and unclean on a religious holiday: 
"This is not night. Champa, you should not drink on a holy day like Dassera. On a 
holy day the woman of the house should look all clean and tidy" (174). 
Laxmi suddenly reappears on the scene after some time. Her distant and lone 
relations, where she has gone for some time, have disowned her and falsely accused 
her of theft. She returns as if to her own home. The house of Sakharam was not for a 
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shelter only but she had long before considered it her home as she had accepted 
Sakharam her husband. His house is, in the words of Bob Dylan, "a place to escape 
from but also to return to, a secure memory, an ideal" (qtd. in McDowell 15-16). She 
remembers everything and every moment associated with this place. It is, in a way, 
her last hope. Sakharam's house was for her initially a shelter to hide her head and 
afterwards when she began to realize that it has turned into a hellish cage, she left it. 
But now when she could not find any kind of hope in the outer world, she returns, 
determined to make a home of this cage. While looking at the house after her return 
Laxmi says that: "I stayed here for a whole year. This house became my home. And 
now again" (153). Sakharam beats her and denies her any right to enter his house. He 
does not want anyone to come in between himself and the sensuous Champa. But 
Champa resolves to help her not only out of feministic compassion but also because of 
her practicality. Both of the women know that they are helpless in the wide world and 
hence not in any position to take any kind of decision. Champa's attractiveness gives 
her a slight edge over Laxmi's desolate condhion. Laxmi's answer to Champa's 
question about her ftature plan explains the universal powerlessness of the most of the 
women who have no authority even to have any plans for themselves. Her answer 
"How can I plan?" (178) is similar to Kamala's answer: "Where would I go?" to 
Sarita's question: "You don't want to run away, do you?" (Tendulkar, Kamala 33). No 
matter Champa has left her husband's house on her own accord as compared to 
Laxmi's expulsion from her husband's house for being barren, both the women have 
faced hardships in their marital lives. We do not know much about the history of 
Laxmi but the playwright makes us aware of the experiences of Champa she has 
undergone while living with her husband. Married, when she was just a minor and did 
not know what marriage was, with a policeman who kept her in his house not as a 
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human being but only as a female body to be exploited for his whimsical orgiastic 
pleasures. She recalls the episodes of her painful life when Sakharam tries to stop 
question her rash act of beating her own husband: 
No, I don't have a heart! He chewed it up raw long ago. [Pulls herself 
free.] He brought me from my mother even before I'd become a 
woman. He married me when I didn't even know what marriage meant. 
He'd torture me at night. He branded me, and stuck needles into me and 
made me do awful, filthy things. I ran away. He brought me back and 
stuffed chilly powder into that god-awful place, where it hurts most. 
That bloody pimp! What's left of my heart now? (167) 
Champa finds courage to leave her husband Fauzdar Shinde who was dismissed for 
being a drunkard and careless policeman. Heavily drunk, Shinde arrives to claim 
Champa from Sakharam saying that: "She's my wife for life. That was decided up 
there [in the heavens]" (164). Now out of his house, Champa beats him to a pulp as if 
she is obsessed by the devil. 
Tendulkar tries to show the mutual contestation of the suppressed human 
beings who try to find for themselves a comparatively free space to breathe in. 
Although both of the women, Laxmi as well as Champa, are the victims of their 
society, the play shows us how people do not cease to victimise each other when they 
are themselves subject to the same kind of victimisation. Laxmi, who is portrayed as 
an ideal Indian woman like Savitri for her religiosity and devotion for Sakharam, turns 
to be a villainous character for her own sympathizer, Champa. Although they had 
accorded to have a division of labour while living in Sakharam's house and Laxmi had 
initially accepted the deal for she was too helpless to oppose anybody, nonetheless she 
keeps on harbouring a grudge against Champa for usurping her place within a short 
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span of time. The same kind of feeling begins to emerge in Champa too when she 
notices some change in Sakharam because of Laxmi's presence. There is some kind of 
psychological association between Sakharam's Mridanga and the presence of Laxmi 
in the house. According to Beena Agrawal: "the music produced by Mridinga . . . is 
used to project the internal crisis of Sakharam" by the playwright (89). After her re-
arrival he dusts his mridanga and starts beating it, which makes Dawood to come to 
his house: "Heard the mridanga, and I felt as if the old days had returned. . . . When 
you had the other bird—Laxmi (185-186). Because of the presence of Laxmi in the 
house and also because of their mutual infatuation, Champa and Dawood begin to start 
indulging in an amorous relationship. She begins to resist Sakharam's frequent 
approaches: "Stop that 'Champa—Champa—' You're not a man—not since she came. 
She's made an impotent ninny of you. . . . You turn into a corpse—a worm" (193). 
She previously used the words like "ninny", "corpse", and "worm" for her husband 
whom she had already deserted. To prove his manhood Sakharam threatens Laxmi to 
leave his house instantly. In response to his aggression she spills the beans regarding 
Champa's liaison with Dawood. She was gathering courage to complain about her 
rival woman and now she finds a suitable occasion to do so. Both of the women 
represent the distinctive sides of feminine consciousness. Laxmi considers Champa 
sinful for trying to exert her own authority on others and for her being too aggressive 
and unfaithftil to the men she has been associated with. According to Mohan R. 
Limaye: 
Who deserted whom is very important for Laxmi. In fact, it is the chief 
criterion on which she judges questions of marital fidelity. This is the 
basis on which she distinguishes her case from that of Champa, the 
second paramour of Sakharam. . . . In the eyes of Laxmi, Champa is 
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immoral because she has deserted her husband. Nobody could accuse 
Laxmi of having deserted her husband. (138-139) 
Furious and confused to see a woman who can be as daring as he himself is to 
lead a life of her own choice, Sakharam strangles her to death in his fit of fury. 
Realizing that he has committed an act of gross criminality, all his macho strength gets 
punctured. Frightened like a baby, Sakharam cries out: "Murdered—I've murdered 
her—murder—I've murdered" (196). The moment she catches him as a helpless 
person, a better prospect for her future flashes in front of eyes. Sakharam's murder of 
Chmapa opens new avenues of possibilities for Laxmi. As her only opponent is dead 
and she is aware of Sakharam's crime, she finds herself in a position to exert power 
over him. In a single breath she gives vent to all her ideas: 
LAXMI [summons all her strength]. Hush! Don't shout. Not a word. 
[continues staring at the lifeless Champa.] Anyway she was a 
sinner. She'll go to hell. Not you. I've been a virtuous woman. 
My virtuous deeds will see both of us through. I'll stay with you. 
I'll look after you. I'll do what you say. And I'll die with my head 
on your lap. Yes. Now don't be afraid. We'll—we'll bury her." 
(196-197) 
Although the play is named after Sakharam Binder but as Laxmi turns the tables in the 
end, she emerges as the most important character in the play. Vasant Palshikar points 
out that the playwright may have thought of making Sakharam the protagonist of the 
play "But the play slips from his hand; it becomes the play that focuses on the 
character" of Laxmi and it is she who becomes the real protagonist of the play (qtd. in 
Wadikar 9). The hidden ambition of Laxmi comes in the forefront. Sakharam remains 
motionless watching the lifeless corpse of Champa as if ''All the sap has been 
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squeezed out of him'' (198). Before the curtain falls we see Laxmi gathering all her 
energy and digging a grave for Champa so that she can save Sakharam from the law of 
the land, and live a secure life with him in the future. 
Sakharam loses all his power in the end. All his egoism vaporises in the thin 
air. The man, whose egoism had never allowed him to have any strings attached to 
him, ironically loses all his freedom to a powerless and cast-off woman of his society. 
Chandrashekhar Barve has successfully tried to cover the existentialistic and egoistical 
tendencies in the following lines: 
Sakharam's ego tries to manifest itself in a challenging way. It is not 
ready to be tied down to anything. The influence of Laxmi triggers an 
inner conflict in Sakharam—the conflict between the existential ego 
and the metaphysical. In effect we see that Sakharam, who has lost his 
self, has become pitiable because of his spinelessness, very much like a 
string without a kite. When he realizes that he is losing himself, he goes 
astray, he is frightened and finally his living corpse gets pacified after 
lifeless and senseless activities. Sakharam is unpolished and the play 
Sakharam Binder appears to be rough. Nevertheless, the play does 
make its appearance with existentialist traits. (24) 
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Chapter 6 
Politics of Deputation in Ghashiram Kotwal 
He is fatally bound to be destroyed by his enemies or to change 
from man to wolf and make himself tyrant. And if he is exiled 
and then returns in spite of his enemies, he returns a finished 
tyrant. . . . And if they are unable to banish or kill him, they form 
a secret conspiracy to assassinate him. (Plato 397) 
The play Ghashiram Kotwal (1972) is a "tragedy of power" (Naikar 83). It 
depicts the conflict between power and powerlessness and the "eventual 
victimization" of those who do not have power (Bandyopadyay, "Note" 587). The 
plot revolves round Nana Phadnavis —Balaji Janardhan Bhanu (1742-1800)—and 
Ghashiram Kotwal. 
Both are Brahmans, but the only difference is of power, one is 
availing the power and the other is struggling for power. One is on 
the screen, the other is behind the screen. One is outwardly fatal for 
the society, the other is inwardly fatal for the society; one is 
ambitious, the other is over-ambitious. (Siddiqui 78) 
The play is set in the late Eighteenth century Poona (now Pune) where 
Nana rules as the deputy of the Maratha Peshwa, whereas Ghashiram, the lesser 
known character in Maratha history, is a new immigrant to the city. He gets 
repeatedly humiliated and even banished by the Brahmans of the city. To avenge 
his victimization he returns and barters his own daughter in lieu of Kotwali (the 
post of the police chief). He takes the new avatar of a demon to show them his 
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strength (Tendulkar, Ghashiram 376). Ghashiram receives nothing more then what 
Nana gives him, and Nana, the shrewd politician knows how to get more out of a 
deal. He eliminates him by signing his death warrant when Ghashiram becomes 
too big for his boots. According to Girish Karnad, the theme of this play is the 
"emergence of demons in public" that are created and used by the political leaders 
to fulfill their own purposes (qtd. in wadikar, "An Indian Classic" 57). It is the 
story of a victim who turns into a victimizer but the tables are turned and the 
victimizer turns into a victim again. To use Sandhya Saxena's words, "Perfect 
poetic justice is hardly visible in the world of reality. Ghashiram also suffers 
miserably because of the presence of a greater power, the power of Nana in the 
city of Poona (Saxena 27). 
The play brings to light the characteristics of power politics ranging from 
violence to sexuality and feigned religiosity to immorality. The play is based on 
some actual historical incidents but it is not a historical play. In Shailaja B. 
Wadikar's view what "it projects is cruelty and violence involved in the power 
struggle of dual nature: one, of the individual versus the individual and the other, 
of the individual versus society" (Wadikar, A Pioneer Playwright 50). Nana 
Phadnavis is the representative of Brahmanism and is regarded by the majority of 
historians as a patriot and able administrator. Tendulkar depicts the dark side of 
his personality in his play. He refutes any claim of historical accuracy and bases 
the plot of this play on a historical legend. According to him he has no intention to 
comment on morality or immorality of any historical personality as such 
(Bandyopadayay 569). Nevertheless the play was seen as an attack on some power 
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positions, challenging, caste, gender, and class structures. The play has had more 
than six thousand performances in India and abroad but it was initially banned 
only after nineteen performances by the president of the Progressive Dramatic 
Association because the right wing Hindu nationalists found it 'anti Brahman' and 
protested on the negative depiction of Nana Phadnavis's character as historically 
inaccurate (Bhaneja n. pag.). 
As for as the character of Ghashiram is concerned, we find no more than a 
few passing references about him in some of the histories. James Grant Duff 
provides us valuable information about him. 
No instance of great neglect on the part of an administration, or of 
more extraordinary criminality in a subordinate officer, is recorded 
in the annals of any state than the case of Gassee Ram, a Bramin 
native of Hindustan [the writer's name for Northern India], 
employed the power with which he was vested in perpetrating the 
most dreadful murders. People disappeared, and no trace of them 
could be found. Gassee Ram was suspected, but Nana Furnuwees 
refused to listen to complaints, apparently absurd from their 
unexampled atrocity. 
At last, it being suspected that Gassee Ram was starving a 
respectful Bramin to death, Mannajee Phakary headed a party of 
people, broke open the prison, and rescued the unfortunate Bramin, 
which led to the detection of the monster's crimes; and he fell a 
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victim to the vengeance of the exasperated populace, by whom he 
was stoned to death." (Duff 244). 
Tendulkar employs the historical matter to cull out several dark secrets of a 
corrupt society with the unrelenting hand of a surgeon (Sadarangani 69). The 
theme of this play is not applicable to a limited historical period of any particular 
society. The politics of deputation and patronage to criminality is almost a 
universal phenomenon. Grant Duff provides a significant clue to Nana's 
involvement in Ghashiram's activities as his inaction against him is historically 
seen as an "apparent absurd" act. Whatever be the actual reality, the character of 
Ghashiram is the expression of the playwright's contemporary concern. And the 
concern was none other than the emergence of Shiv Sena in the state of 
Maharashtra (Bhal la 141). 
The author gives his play a traditional folk touch by involving the elements 
of Tamasha form such as the poetic dialogue, music, dance and rhythmic 
movements in. His basic aim is not the revival of the folk tradition but to provide 
an apt vehicle for his powerful political satire. The main theme of this play is how 
people in power develop ideologies to serve their own purposes and later on 
destroy their tools of criminality to hide their guilt. It would be better to go 
systematically into the details for finding out the mechanism of power in a corrupt 
society. 
The play starts with the Ganapati vandana and Saraswati puja. According 
to the traditional form in India the actors or players in a play start their acting by 
invoking god Ganapati {Ganapati Vandana). In Indian Hindu tradition it is 
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essential to start any major work by praying to Lord Ganesha. It is a custom to 
seek not only the blessings of god but it is also considered a good omen. They not 
only invoke God's blessings and help but also acknowledge Him as the supreme 
power. The next to invoke is the goddess of art and wisdom, Sarasvati. As in 
ancient Western tradition the authors of great literary works used to invoke and 
seek help from their poetic muse, so is the case with goddess Sarasvati's 
invocation. According to Shailaja B Wadikar, "This opening ritual also has links 
with classic Sanskrit drama which begins with a prayer to lord Ganesha." 
(Wadikar, A Pioneer Playwright 107. 
The actors do not forget to invoke one more important deity i.e. Laxmi, the 
goddess of wealth. For almost every folk dramatic tradition in India a specific sect 
used to be associated with the production of theatricals. It is not only their hobby 
but also a medium to gain their livelihood. Vijay Tendulkar preserves the tradition 
and makes his characters invoke goddess Laxmi. Although we know that drama 
and theatricals are no more linked to a special sect or any clan in Indian society 
but the playwright here thinks it proper to include the commercial and economic 
aspect of the old folk tradition in this play. Folk players were not sponsored by 
any government or non-government agency and they had to live on their art. 
At the very outset the players in the play assume a dual identity; they are at 
the same time simple players as well as dramatis personae. The players do not 
make their viewers to identify them with the roles they are going to play. Rather 
they inform their audience that the drama is only an act of role playing. It helps the 
audience to watch it in a critical way. Tendulkar is not only following the folk 
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tradition but also the technique of epic theatre. This fact is also clear because this 
play was initially performed by the Progressive Dramatic Association in 1972 in 
Pune. Progressives in India had Marxist ideology as Bertolt Bretch, the originator 
of epic theatre, had in (West) Germany. Their major purpose is to impart a critical 
gaze into the art and the amusement-loving theatre-goers of their times. 
In the beginning the actors inform us that the "Brahmans of Poona bow 
and prance" (Tendulkar, "Ghashiram Kotwal" 361). They have not yet assumed 
the role of the Brahmans. After the invocation they suddenly do not only indicate 
and inform but announce that they themselves are the Poona Brahmans who "bow 
and prance". They use the collective pronoun 'we' and say, 
We the Poona Brahmans bow and prance. 
We the pious Brahmans bow and prance (362). 
There is still a streak of impersonality in their dialogues as they point towards 
their negative capacity of 'pouncing'. The play, as we know follows a folk 
tradition and has a purpose of social criticism, as an essential element in it. 
When the Sutradhara (narrator) stops the procession of the Poona 
Brahmans and asks them to introduce themselves, they do so in two different 
manners; first according to their learning and profession, and secondly according 
to the places they belong to. Thus they point towards their dual centrality in the 
Indian society. They have both the power of profession as well as the power of 
place at their disposal. Brahmans, as in the hierarchical caste system in India, are 
considered to be the highest not only in terms of their learning but also because of 
their birth. If knowledge is power then according to the parameters of knowledge, 
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Brahmans were considered the most powerful people in India. And as they were 
the trustees of knowledge they used to impart it to their next generation. In this 
manner a knowledgeable Brahman's son had to be a knowledgeable Brahman. But 
Vijay Tendulkar in this play includes one more parameter of power and authority; 
that is the parameter of place. The first six Brahmans identify themselves one by 
one as "vedic scholar", "vedic doctor", "a logician", "an astrologer", "a linguist", 
and "a baron". The others identify themselves with the places (cities) to which 
they belong to. 
In India, as elsewhere in the world, some geographical locations assume a 
prestige and a specific kind of power among places due to various reasons. If a 
city or a town is the centre of power it is generally also believed to be a centre of 
learning, and if it is a centre of learning it has the power and importance of its 
own. Learning or knowledge tends to remain the helping hands for one another. 
The cities of Tanjore, Rameshwar or Banaras were the centers of power as well as 
of knowledge in ancient India. Thus to show their power and pomp, the remaining 
Brahmans proudly relate themselves with the centers. 
India has always been the victim of foreign forces. It started in the 
prehistoric age with the arrival of Aryans in 2000 to 1500 B.C. who came from 
central Asia and 'exploited' the indigenous population of India ("Aryans"). After 
Huns, Greeks, Mughals and others it was the turn of the Westerners and mainly of 
the English who installed themselves as the rulers of the country. The fear of 
foreign power has become a part of the psyche of Indian people. When the 
Sutradhara asks the Brahmans to stop and "Hold their horses!" a Brahman 
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misunderstands the word horses for forces (362). This reveals the presence of fear 
in his unconscious especially of foreign and English forces as he shockingly 
utters: 
Forces? Whose forces? Foreign? English? (363). 
The play is set in a time when Poona was ruled by the Maratha Peshwas, 
but there was a broader presence of the English forces all over India. Although 
they have not been shown as the fountainhead of power and authority by the 
playwright, but the Englishmen were present in the city of Poona. A British 
military officer registers his presence in the celebrations of Rangapanchami (392). 
A Sahib's presence is also notable who comes to witness the charity giving 
celebrations of the Peshwa ruler of Poona. Many "hungry-looking Brahmans" are 
also seen running after him to get some coins thrown away at them (374). 
Vijay Tendulkar shows in this play the corruption, dishonesty, and greed of 
the Brahman class who are generally seen as respectful, moral, and dignified 
people in Indian society. According to N. S. Dharan "The decadence of the Poona 
Brahmin society is highlighted through the wordy ping pong between the 
Sutradhar and the Brahmins, and also through the deft scene divisions effected by 
the rhythmic movement of the chorus" (Dharan, 102/ The Sutradhar's 
inquisitiveness forces them to reveal, though reluctantly, their moral rot and 
corruption. 
SUTRADHAR. Where is Your Honour going so late at night? 
BRAHMAN. Nowhere, nowhere, ft's all right. (363) 
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An attentive reader immediately reads the reality between the lines. When the 
Brahman says that it is "all right", he himself hints and indicates that there is 
something which is certainly not "all right". After some more inquisitive 
assertions the Brahmans themselves reveal in a silly manner that they are going to 
Bhavannakhani in the garb of attending a religious ceremony ofkeertan to be held 
in a temple. In this amalgamation of religious and irreligious activities, or truly 
speaking, in the backdrop of religiosity, a deadly game of power is being played. 
This game is all the time played upon those who are powerless and the victims of 
power. "A whole aura of hymns and religious ceremonial provide the ironic screen 
that is pierced through and through by the crudest exercises of power.... Religion 
manifest in caste dominance and ceremony is a device of power in Ghashiram, but 
more as an abstraction of awe than material force." (Bandyopadhyay, "Note" 587) 
Later in the play Nana has the same urge to posses the young daughter of 
Ghashiram as is the urge of the Brahmans to attend Bhavannakhani. Sutradhar 
keeps on hanging over and hovering around the group of Brahmans. To avoid him 
and taking him as a fool, one of the Brahmans says to him that they are going to 
the graveyard. 
SUTRADHAR. To the graveyard at such speed? 
BRAHMAN. You'll never understand my need. (363) 
Being a poor and powerless person, Sutradhar has rather other 
preoccupations and basic responsibilities to look upon. As a common man he 
cannot think of living such a lavish and lustful life as the Brahmans do. 
SURADHAR. What is in the graveyard? 
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BRAHMAN. Idiot—wood to burn the dead. 
SUTRASHAR. I need wood to burn my stove. I'll go ahead. (363) 
To collect the basic necessities he gets ready to go along with the 
Brahmans. We know that this play has been written in a folk form; there is not any 
naturalistic representation of action and dialogue in it. We can take such farcical 
statements of Sutradhar literally. To collect the wood for his stove from the 
graveyard is the height of his 'need' for such a thing. His urge to keep on living is 
perhaps more important than the 'need' of the Brahmans to attend Bhavannakhani. 
He cannot be frightened away by any supernatural element present there in the 
graveyard. It has long before been a strategic tool in the hands of priestly class of 
every society to scare away the common masses by threatening them of hell, 
ghosts, genies and spirits. Tendulkar has depicted the Sutradhar with the full 
knowledge of such crooked devices of the priestly class. 
SUTRADHAR. What else is there? 
BRAHMAN. Spirits, smoke, genies and air! 
SUTRADHAR. I'll come there. 1 need four genies to fill a bottle! 
(364) 
In the Indian caste hierarchy, the Brahmans are at the highest rung of 
social order, even higher than the ruling class. A ruler or king is believed to belong 
to the Kshetriya caste which is lower than the Brahmanic class. They consider 
themselves more chaste, pious, and 'powerful' than the rulers. When in a farcical 
chase Sutradhar collides with a Brahman who after scolding him in a rough and 
abusive manner asserts his higher status in the fallowing remarks: 
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BRAHMAN. Oh you monkey! Is this the Peshwai or the Mughal 
kingdom? Bumps into a holy Brahman!" [Though Peshwa 
rulers were themselves Brahmans but they had occupied the 
space meant for Kshetriyas.] (365 
It is not only the religious and spiritual aspect of caste that makes the 
Brahmans special than the others. But there are also many materialistic factors 
associated with it. It is indicated through the manner in which the Sutradhar 
addresses them. At first he addresses them as "Priestly", "lordly", and "honoured" 
Brahmans, but later on he addresses them in a respectable manner for their 
materialistic positions. 
SUTRADHAR. Aho, gentlemen! Moneyed men! Mansioned men! 
Carriaged and horsed men!.. . (365) 
Whether it is the religious position that has made them materially well of 
or their materially higher position has made them able to head the religious 
institutions, it is a debatable question, but in Indian context it is the first reason 
that helped them to achieve material gains. For example, no one expect a Brahman 
is allowed to enter the area where the ruler of Poona is distributing money and 
gifts among them. All the Brahmans in the play are supposedly knowledgeable. 
They know the fundamentals of their religion. They know that it is a sinful act to 
attend Bhavannakhani. But they do it jointly and with a full knowledge. They 
know that they are being tempted by the woman dancer of Bhavannakhani. They 
know that the plot, topic and the theme of the dance is temptation (336). It is the 
height of their religious bigotry and false morality that they go to the red-light area 
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of the city in the garb of attending a keertan at a temple. The common people of 
Poona are aware of everything. Sutradhar, the chorus, who is not only the 
commentator and audience on the stage but he also represents the common people 
of Poona. He narrates on the beat of dholki (small drum): 
SUTRADHAR.... Poona Brahmans go 
To Bhavannkhani. 
They go 
To Bhavannakhani. 
They go to the cemetery. 
They go to the kirtan. 
They go to the temple—as they have done every day. 
The Brahmans go to Bhavannakhani, (366-367) 
The dead conscious of The Brahmans never awakens or acts as an 
impediment in their way to fulfill their ill deeds. They intermingle by choice their 
religious duties with the pleasures of the Bhavannakhani. 
Institutionalized sexuality and institutionalized religiosity are 
brought together into an unholy complicity in the reiterated image 
of Bhavannakhani, the red light district, turned into the pleasure 
garden of Krishna. BhavannakhaniMathura avatarli—'Mathura 
decends on Bhavannakhani.' (Bandopadyay 589) 
They relate Bhavannakhani with the holy city of Mathura and themselves 
with Lord Krishna. They try to give to their lustful deeds the colouring of mystical 
faith. The whole group of Brahmans at Gulabi's house hums: 
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THE BRAHMAN CURTAIN. It's like Mathura. 
Ho! Bhavannakhani! 
Ho! Bhavannakhani! 
It's like Mathura. (367) 
Though the song as well as the dance of Gulabi is an erotic one. 
The Sutradhara raises one more question when he sees the Brahmans going 
for attending the Bhavannakhani at Gulabi's house in the red light district of 
Poona. It is the question of women; the wives of these Brahmans. It is believed 
that they might be waiting aimlessly at their home. They cannot sleep as their 
husbands are absent. It is the fate of the women who have to live while obeying 
the moral codes laid down by their Brahman husbands. They are in no position to 
raise any voice of objection against the misbehavior of their husbands. 
This play of Vijay Tendulkar, among his most successful plays, is one 
where there is no woman character playing the central role. There is no woman 
who resists like Miss. Benare, who asserts like Laxmi, or who sympathizes with 
other women like Sarla. This play deals with power games and moral corruption 
and it has been conventionally been considered the field of men's activities. 
Though there are three female characters; Gulabi, Brahman's wife, and Latita 
Gauri (Ghashiram's daughter) but all of them play marginal roles. Lalita Gauri 
does not speak more than eleven words in the whole of the play. All of them are 
depicted as sex symbols and the tools of power and moral corruption. Gulabi sings 
and dances for her customers who are mostly the rulers and religious authorities. 
She is a part of the institutionalized sexuality, an erotic dancer. Gulabi is the 
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creation of the degradation of the authorities—both political and religious. In most 
of the cases it is seen that when political authorities tend to transgress their 
barriers they are being taunted by ethical teachers—their religious guides. But 
here, in the play, the situation is totally different. No one is in a position to guide. 
Religion is devoid of piety and politics devoid of ethics. Religion is only a shield 
to safeguard their hunger to reign and misguide their critics, if there is any. It is a 
veil to hide their sinister and lustful deeds. Both Brahmans and Nana Phadnavis 
visit Gulabiis house. They know one another's faults and it makes them bolder to 
break the religious and ethical rules which they had otherwise to follow. 
Brahman's wives, "who stay at home", "who wait", and "who cannot 
sleep" are the victims of the social structure and religious bigotry of their 
husbands (367). Their husbands, the Brahmans, go to Gulabi's hall every night 
and they aimlessly wait for their arrival. The myth of the piety of Indian women is 
also refuted by Vijay Tendulkar when he shows Brahman's wives also falling prey 
to the corrupt system. They are no more like their ancestral mothers, Sita and 
Dropadi, pious, patient, and faithful. For much time they wait for their return but 
The Brahmans have lost themselves in Bhavannakhani and [they] 
the Brahman women are at home; they stay at home; oh yes, they 
stay at home; Brahmans have lost themselves in the cemetery, in 
kirtan; the Brahman women are sentenced to solitary confinement. 
(Tendulkar 368) 
In the absence of their husbands they wholeheartedly welcome Maratha sardars 
(chiefs) into their solitary houses. The moral corruption is at its peak. Marital bond 
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is only a show. Brahmans visit Gulabi's house and in return their wives are visited 
by sardars. The dance is on at both the places; at Gulabi's hall as well as at 
Brahman's house. "Brahman ladies and their Maratha lovers dance in front. Bothe 
dances are on the stage at the same time." (369) 
If Gulabi dances for money, Brahman women welcome Maratha sardars to 
fill in the absence of their husbands. There is a will involved in both the cases but 
Lalita Gauri's case in different. She is being motivated by her father Ghashiram to 
entrap Nana Phadnavis. She is used as bait by her own father to avenge the 
misbehavior meted by him at the hands of Poona people. Her own father uses her 
as a medium to gain power, to become the Kotwal of the city. 
The argument about women may be just opposite to the knowledge of the 
common audience from very beginning. What Sutradhar tells us about Brahman's 
going to the cemetery, kirtan, or the temple is just an ironical statement. He knows 
that they are actually going to the Bhavannakhani. He says time and again that 
they are going to these places because it is what they had earlier told him when he 
had tried to stop them and know about the places they were going to at that late 
hour of the night. To avoid him the Brahmans had first told him that they were 
going to the graveyard, kirtan, and the temple. Sutradar was already aware of the 
fact that all those Brahmans were going to the Bhavannakhani. 
SUTRADHAR. Ho! Ho! Bhatji buwa, Bhatji buwa. 
BRAHMAN. Now, son of a bitch, what do you want? 
172 
SUTRADHAR. I need a fourth genie. Will you come? In the 
bottle? [then he sarcastically adds] No, no, not in a bottle! 
In bhavannakhani? Where the girls are? Dancing? Singing? 
BRAHMAN. What! How did you know? Just you wait! I'll slap 
your face. I'll get you! (364) 
Sutradhar's being a member of the same society is the reason that he 
knows everything about the Brahman's activities and details of their household 
members; their women. We know that whenever he says about Brahman's going 
to the holy places like cemetery or to attend a kirtan at a temple, is an ironical 
statement. So is perhaps also the case with his saying that their (Brahman's) 
women are in solitary state, sleeplessly waiting for the arrival of their men to their 
respective homes. Then the playwright immediately shows us the scene in which a 
waiting Brahman woman welcomes a Maratha lord willingly into her house, as if 
it was a preplanned meeting. But the Sutradhar keeps on saying about the 
Brahman women's loneliness and sleeplessness. 
SUTRADHAR. . . . Here a Brahman woman in solitary 
confinement; there the crowds waiting for a glimpse of 
Gulabi.... (368) 
It is the height of irony. While the Sutradhar says this, Brahman woman is going 
to the interiors of her house with the Maratha lord. It means that we have to be 
always cautious with what the Sutradhar tells us. 
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When Nana Phadnavis is about to arrive at Gulabi's liail, where the 
Brahmans of Poona are already present, Sutradhar makes in a courtly manner, the 
announcement of his arrival. 
SUTRADHAR.... The night progresses 
And the Peshwa's Chief Minster. 
Nana of the Nine Courts, 
Nana Phadnavis 
To Gulabi's place proceed. (368) 
The announcement is such as if Nana (the ruler's second) is proceeding not to a 
prostitute's hall but to the royal court. With all his pomp and grandeur, Sutradhar's 
last line of the announcement associates him with not a royal proceeding but to the 
hall of a harlot. As an instrument of bathos the announcer indicates and points 
towards the corruption which has crept in the Poona administration as well as in 
Poona society. In such a state no one except those who are in power can live a 
happy and prosperous life. All the characters of this play do belong to the higher 
caste or to the ruling class. Gulabi too is not a fallen woman as we may wrongly 
guess. She is a talented temptress to whose hall not only the holy Brahmans but 
the ruler's deputy Nana Phadnavis pays homage. Although she is the product of 
the leisure of those people who think women only as a beautiful object meant for 
the sake of men's pleasures. Ghashiram Savaldas, who has been mistreated by the 
Poona people, is also a member of the higher Brahmanic caste. It is only the 
Sutradhar who represents the common people of the city. 
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These higher caste Brahmans are also not free from the problems of daily 
life. Their social character too has got disturbed due to the ill governance. They 
too routinely attend Gulabi's Bhavannakhani. One may inquire about the location 
of the fault line in the system. Who is responsible for the disturbance of the social 
character of Poona, where the people do not follow the rules associated with the 
institution of marriage. They are partly all of them responsible for it but the major 
responsibility falls upon the rulers who act as an example for their subjects. Nana 
could have been stopped by the religious authorities, but they themselves indulge 
into the same menace. They do not see Gulabi's hall as a brothel and the whole 
locality as a red light district, but it seems to them the pastoral landscape of 
Mathura. They do not consider Gulabi as a prostitute and an erotic dancer but she 
seems to their eyes as one of the Gopis of Lord Krishna's garden. They cannot see 
themselves as sinful and misguided people, but each of them considers himself as 
the true followers of Lord Krishna. When the trustees of religious knowledge 
adopt the life of lechers and villains, how can they guide others? Even their own 
womenfolk get infected by their misdeeds. The whole city of Poona is being 
shown morally bankrupted. 
When while dancing at Gulabi's hall Nana's foot wrenches, Ghashiram 
swiftly comes forward to support him. He is shown as full of humility and 
kindheartedness. He is very learned as a Brahman not only in Hindu scriptures but 
also in the art of dancing and singing. The reason behind his migration from 
Kanauj to the city of Poona is the same universal reason of all migrations. He 
comes to the centre from the periphery to get well of, to support his family, and to 
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get royal favours. He gets a chance to introduce himself to Nana Phadnavis at 
Gulabi's hall by supporting his sprained foot. He wants to preserve this moment to 
get favours for his future. This is one of the main reasons why he resists taking a 
pearl necklace from Nana for his support. 
NANA.... Bhatji take this reward. 
(Ghashiram does not take it.) 
Bhatji—a reward— 
GHASHIRAM. Your Highness. 1 have been rewarded. {Gestures 
towards the slippered foot he holds in his hands.) 
In my hands has fall—grace! 
All here envy me my place. 
This is a gift to last me all my days. (370) 
His purpose to decline Nana's reward is not his selflessness but his wish 
for receiving continuous reward from Nana. He is an immigrant with no place to 
live in and with no permanent and respectable job to do. Ghashiram, being a 
Brahman works as a dishwasher for Gulabi. He sings for her and does "all sorts of 
things" for her. One may easily guess Gashiram's main reason to engage himself 
with such a menial job. Ghashiram Savaldas is not such a silly and selfless person. 
He knows how to succeed, how to get in touch with the royal personalities and 
how to secure royal support for himself One of the main reasons of his working at 
Gulabi's hall may be his awareness of Nana's frequent visits paid to her. Why 
does nobody come swiftly forward to support Nana when his ankle sprains except 
Ghashirani? Ghashiram was in search of such an opportunity and he grabs it. He 
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tries to get himself introduced to Nana but lie does not kno\\ how he will be used 
in future by him. When Vijay Tenduikar writes in his stage directions about 
Nana's "balancing on his stick with one foot on Ghashiram 's bacK' (369), we can 
also guess how he will be used in future by the same Nana. And later on we see 
how Nana uses Ghashiram in the position of the city's Kotwai. Ghashiram's 
arrival to the city of Poona is the starting point of his tragedy. Nonetheless being a 
Brahman he has no other option than to wash the utensils for a prostitute. Gulabi, 
the employer of Ghashiram, acts as a capitalist and as a slave owner. The necklace 
which he had got as a reward from Nana is being snatched by Gulabi's goons. He 
resists but to no avail. 
GHASHIRAM. This is mine. Nanasahib gave it to me. It is mine. 
GULABI. 1 hired you as a dancer. That is why you could get as 
much as a glimpse of Nana's shoes. 1 should have that 
necklace. (371-72) 
He had accepted the first humiliation by his own will when he took the 
services of a prostitute. Now beaten by her men and thrown out on the road is one 
more humiliation for him about which he had perhaps never thought of before. His 
hopes and plans to achieve material success, after immigrating to the city of Poona 
from his ancestral place Knauj, are frustrated. Being a member of the Brahmanic 
caste he had thought Poona to be a heaven for him (because the ruler as well as the 
majority of the ruled belonged here to this caste). To be robbed of his reward and 
beaten by thugs is the first of the hellish experiences which he is going to taste 
now onwards. 
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The presence of Sahib (white European man) is very important in this play. 
It not only indicated the presence of the Europeans across the country at that 
colonial period but also shows how important they were regarded by the natives of 
India. The varna system of India which regards the Brahmans as highest of all 
'Indians', seems to exclude white men from this indigenous hierarchical order. It 
rather equates the position of the Sahibs with that of the Brahmans and in some 
practical cases enhances their importance to outreach the status of Brahmans. In 
the present play this can be directly observed when Brahmans are shown making 
way and escorting a Sahib in his palanquin. Brahmans, who are directed to never 
do any petty job for others—rather others are directed to render services to them— 
are shown serving others. (The word 'others' has been has been used for the 
indigenous people of India but I have tried to widen its jurisdiction.) 
Ghashiram, the 'deformed' Brahman is scolded by his own Brahman 
brethren of Poona. He is degraded to less than the position of a simple human 
being. 
BRAHMAN. Get aside, you dog. Can't you see the Sahib is 
coming? You shapeless piece of shit! (372) 
The Brahmans who escort this Sahib not only degrade and devalue 
themselves and all the Brahmans including Ghashiram, but all the native people of 
India. To extract few silver coins is the all motivating force behind their slavish 
services. The Brahman's comment on the loss of manners of the people of India is 
ironically a comment on his own self along with all the Brahmans of Poona. 
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BRAHMAN. . . . The natives of this country have lost all their 
manners nowadays, sir. I swear, no one has any self-respect 
or pride. Come on, come on, sir. Now you'll get to see the 
ceremony of the giving of royal gifts to the Brahmans, from 
the inside. I'll sneak you in. Only three 
silver rupees, sir. (372) 
To be a member of a powerful caste is not sufficient, you have to posses all 
certifying traits and identification marks and always keep them along with you. 
Ghashiram, whom Nana had recognizes at once as a learned Brahman has now 
lost all his grace. The great dakshana ceremony, in which Peshwa the ruler is 
honouring the Brahmans, is shut for him. It is an old custom in India to felicitate, 
feed and give gifts to Brahmans. People do it to get salvation; both this worldly 
and other worldly. The same thing happens here; those who need dakshana 
(offering) are ignored and asked to go away. Ghashiram is hungry and there is a 
feast. The feast is for Brahmans and he too is a Brahman. What he does not have is 
the petty symbols of the caste system. He resists and insists: 
GHASHIRAM. I'm a Brahman too. 
SECOND SOLDIER. You a Brahman! 
Where is your shaven head? 
Where is your holy thread? 
Where is your pious look? 
FIRST SOLDIER. Where is your holy book? 
Recite the hierarchy of caste! 
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Tell us, when did you last fast? (373) 
During these episodes what we miss is the presence of low/outcastes; 
those, who are considered impious and thus 'thieves' and 'scoundrels'. Failing to 
present none of the symbols, Ghashiram becomes the substitute for the low/out-
caste people: a member of the mostly targeted class of the Indian society. An 
outcaste is never thought fit for receiving gifts and never allowed or invited to 
such feasts. They remain the poorest of the poor. It is a universal reality and a 
commonsensical fact that whosoever is denied her/his due share of joy, basic right 
to live, and minimum commodities to live upon, can revolt and become an outlaw, 
a 'thief or a 'scoundrel'. Whenever any unlawful incident takes place, the first 
suspect is that person who is not to be thought prosperous, and thus not happy and 
honest person. In a shabby state, after receiving a beating from Gulabi's 
henchmen, Ghashiram has no right to participate in the giving away {dakshana) 
ceremony, because he does not seem to belong to the Brahman caste. Soldiers 
suspect and accuse him of being 'a thief and 'a scoundrel". It is after listening to 
the conversation between Ghashiram and soldiers that a Brahman who has 
received money from the dakshana ceremony pats his pockets. He has lost his 
money got from the ceremony. Now it is no one but Ghashiram alone who is 
beaten and dragged by the soldiers. It is very important to notice that only after 
watching someone (here Ghashiram) accused of being a thief and a scoundrel by 
the soldiers, that the Brahman whose pocket has been picked pats his pocket to 
search if his money is there or not. Here is someone who looks like a thief and 
therefore must have done some mischief A thief is a thief only when he thieves. 
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When Ghashiram is accused of being a tliief without committing any icind of theft, 
it is necessary to 'invent' or discover some sort of such crime. The Brahman 
'whose pocket has been picked' provides a missing thread to prove Ghashiram as 
a real thief. It shows how the whole society conspires to alienate people like 
Ghashiram. 
There was no proof of Ghashiram's being a thief except his shabby 
condition. It is the Sahib—the white man—who was present at the spot and has 
seen someone else steeling the Brahman's money. 
SAHIB. The thief was someone else. 1 saw it. He was behind you at 
the ceremony and ran away with your money. (374) 
But this evidence of the Sahib makes no difference, it makes no difference 
whether Ghashiram has committed the crime or not. The accusation is enough. No 
one comes to rescue him is what makes him a thief. Even the Sahib who knows 
the reality does not care for Ghashiram. Instead he pities the condition of Brahman 
and provides him with some coins: "Poor fellow! Ah, well take this, {he gives him 
coinsf (374). 
The Brahman who receives coins in compensation too does not care about 
Ghashiram. He is dragged by the soldiers. The Brahmans keep on chanting 
religious songs in the environment of crime and false accusation. It makes no 
difference to them. They are symbolically shown turning their hacks not only 
towards the audience but also towards the reality. They are powerless to stop the 
crime like theft and false accusations. As a part of a greater structure they prove 
only to be the helping hands in its functioning as well as ill-functioning. 
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Ghashiram does not have enough sources to secure his rescue through bribe. He is 
finally being taken to the prison. 
What brings Ghashiram to the prison? We may accuse the false and 
corrupt system. But Ghashiram blames only his 'fate'. He had come in search of 
his fortune to the city of Poona, which proves to be only a prison for him. He is 
being symbolically imprisoned at various stages. This time when he is in a real 
prison, Ghashiram could not differentiate it from the greater prison of the Poona 
city. In the first place he had been 'imprisoned' by Gulabi as her dance partner, 
singer and servant. At the end he enters into the city's policing system, where he 
proves to be only a slave to the system. "But I'm not a thief, he says to the 
Sutradhar, his co-prisoner, who philosophically answers his question. 
SUTRADHAR. May be you are, 
May be you're not. 
In this place 
It matters not a jot. 
In this damned spot 
We are in the same pot. 
I'm a thief 
You're a thief (374) 
Nothing is definite in this environment of uncertainty. Who is a thief and 
who is not does not matter. In a corrupt system it is no different whether a person 
has committed a crime or not. Prisons remain full of criminals as well as those 
who have only been accused of some crime. It makes no difference whether they 
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should be there or not. They simply are there. And sometimes mere accusation 
proves more powerful than the actual reality. In the case of Ghashiram, who has 
not only committed any crime and has only been accused of it, mere accusation 
proves potent. He was in a shabby condition and is accused of a thief. The 
Sutradhar says to him that they are "in the same pot. / I'm a thief/ You're a thief." 
(374) 
Even Ghashiram believes that if his wife and daughter come know about 
his being put in a jail, they too will believe that he is a thief. 
GHASHIRAM I came here to find my fortune—and lost my 
reputation. How did it happen? What will happen to my 
wife? To my daughter? What will they say when they hear 
of this? 
SUTRADHAR. They will say whatever they want to say. 
GHASHIRAM. That is right. Won't they say that I've become a 
thief?... (375) 
In such conditions the prisons do not do any good to the society. Instead 
they produce more criminals. Prison proves to be the nursery for producing 
criminals. They make criminals out of ordinary simple folk. There may be many 
hundreds of Ghashirams present in the prisons at each period of time. Like him 
they too may be revengeful of the whole system, the entire society. Like 
Ghashiram, who has "lost his reputation", they too may vow to become real 
criminals for which they have been sentences of accused. Ghashiram says, 
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"Enough. Well, I'll be one. I will be a thief (375). The seed of revenge has been 
sowed in his mind, which after the passage of time takes the shape of a huge tree. 
We all live in an environment of uncertainty where we do not know what 
to do and what not to do. The boundary between good and evil has got blurred. 
What one thinks of herself or himself may be just opposite to what others think 
about the person. Ghashiram asserts that he is not a thief but the Sutradhar, who is 
his co-prisoner, consoles him in yet another manner. His experience of life 
compels him to see things differently. Whether one is a thief or not, it makes no 
difference in a despotic social setup where the people live constantly on the mercy 
of their rulers and the agents of the ruling class. The Sutradhar philosophizes the 
issue and expresses his feelings in a poetic style: "I'm a thief/ You are a thief. / 
Lie down easy. Save yourself grief." (374-375) The Sutradhar presents such an 
image of the police before Ghashiram where he shows them all-powerful. 
Ghashiram, who wants to take revenge upon the Poona society, woes to become a 
thief, thinks that in the position of a thief he will be able to torment his tormentors. 
Ghashiram is a small and ordinary person. He does not think too high. He thinks 
that after becoming a criminal he can gain power over others. The notion about 
police and thief has always been that of the rivals. The police (or soldiers) have 
always been the employees of an autocratic ruler, king or governor. They are not 
always seen as the friends of common people in Indian society, where the ruling 
class has a long history of being an alien class. The thieves mostly used to be the 
locals. (The legendary tales about Indian thieves represent a thief as a friend and 
helper of the poor and an enemy of the rich an aristocrat.) After listening to the 
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Sutradhar's argument he became aware of a thief s real and petty position. The 
Sutradhar unfolds the reality before him about the dependence of a thief upon the 
police. In addition to the deplorable condition of the petty criminals he also makes 
him aware of the all pervasive methods of the police control over them. 
Friend, the thief is dependent on the police. 
If not—they'll soften your bones. 
Sometimes they break your bones., 
Sometimes they crack your bones. 
Sometimes you lose your life. 
The thief earns what he thieves. 
It's easy income for the police. (375) 
The image of the police in these lines is that of an authoritative body which 
acts according to its whims. They have to be obeyed, if not, they can go up to any 
limit of torturing and tormenting the disobeying person. As an eye-opener for 
Ghashiram, the Sutradhar widens the horizons of his knowledge. The police who 
are actually meant for safeguarding the public and controlling the criminals, such 
as thieves, can give a free hand to them if they are bribed and provided a definite 
share of their income. The police are shown not in its traditional light as the 
saviors of people but also as the bigger thieves and partners of the petty thieves. 
They are 'official thieves' and notorious enough to take 'protection money' from 
the people. "And on the top of that/ Their mercy can end any time" (376). 
Till now he wanted to avenge his loss of reputation by choosing the 
profession of thievery and become a menace for the Poona Brahmans. But if we 
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try to delve deeper into the psyche of 'innocent' Ghashiram, we can easily guess 
that he has now changed his mind. Now, when he knows the power (and corrupt 
nature) of the police, he does not want to be a simple policeman but he wants to 
become the head of all of them in the city of Poona. He wants to become the 
Kotwal. 
At this juncture when Ghashiram is still in jail strengthening his 
passionate resolution to teach a lesson to the whole city, his co-prisoner the 
Sutradhar makes an important prophecy. The prophecy is about nothing less than 
the terrible end of Ghashiram. At the end of his twenty-seven lined poetic and 
realistic speech, made after listening to the resolution of Ghashiram for becoming 
a thief, the Sutradhar performs a dual function through his speech; one about 
Ghashiram's tragic end and the other about the end of the play. As we see at the 
end of the play, Ghashiram, the Kotwal of the city, is being stoned to death by the 
same people who used to live their lives under the terror of their Kotwal. There is 
nobody to save his life, nobody weeps for him. His death is no more different from 
the death of a petty thief. His life as well as his death proves useless. The advice 
provided by the Sutradhar seems to be an ultimate advice for all the Ghashirams of 
this world who face their tragic end not only because of their own misconceptions 
but also due to the misdeeds of their superiors and their repressive society. 
No one will know your address, Baba. 
That's how the play will end one day. 
No one will weep. 
No one will remember you, Baba, 
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What is the use? 
One petty thief less in the world of big thieves. 
So, little servant, 
Go to the feet of God. (376) 
The Sutradhar utters here the philosophy of tyag (renunciation), 
forgiveness, and farsightedness. It seems that a great guru is teaching his disciple 
how to lead his life in the world. Sutradhar's words are not simple words. They are 
the words about the Indian way of life, the religious philosophy of India. 
Ghashiram, who takes a rigid stand to take a dreadful revenge upon the city of 
Poona, is asked to "Go to the feet of God". He is addressed as a "little servant" in 
the "world of big thieves". Sutradhar has an intuition that this common man 
named Ghashiram would not be able to change the world. But it is he who will be 
completely changed by the world. Sutradher also knows that this man would not 
be able to acquire too much power to subdue the already powerful men of his 
society. Thus he tries to teach him the lesson of renunciation and forgiveness. We 
also know that this renunciation will be cowardice on part of Ghashiram. If 
Ghashiram accepts the Sutradhar's guidance and goes "to the feet of God", it 
would not only be a self-preserving act and 'self-cherishing' act on his part but it 
would also be a religious act of submission to the theory of karma, according to 
which a man has to bear everything whatever comes in his way, because it is all 
according to God's supreme will and also the fruit of his own deeds or misdeeds in 
his previous life. The Sutradhar knows that he cannot face the powerful people of 
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Poona thus he advices him to remain quite. This "quietism", according to V.S. 
Naipaul, is nothing but "a religious response to worldly defeat" (15). 
Ghashiram who is all on fire does not take heed of the Sutradhar's counsel. 
The stage direction is very important to understand the psychological 
undercurrents of Ghashiram. Immediately after the Sutradhar's speech, a Hindi 
devotional song begins. This kawali is not only in accordance with advice of the 
Sutradhar but it also indicates the inner workings of Ghashiram's mind, who does 
not speak anything during the long speech of his co-prisoner and remains silent. 
He may have been impressed by his speech and must have been thinking to follow 
his directions i.e. to "Go to the feet of god" (376). The religious mood changes 
abruptly with the ending of this religious song. Soldiers come and throw him 
crudely out of the prison. He is now in between the wicked public of Poona. There 
are Brahmans, Brahman woman, Gulabi, the Maratha lovers. There are the people 
who have nothing to do with the religiosity except to feign it up for the world. 
These are the tormentors and the real criminals in Ghashiram's eyes. Contrary to 
the reality it is these people who, according to Tendulkar, "look down on 
Ghashiram" (376). All his potential inclination to "Go to the feet of God" vanishes 
when the soldiers address him as a thief and a monkey and ask him to leave the 
city once and for all. 
SOLDIER. Get lost. Hey! Thief, Monkey. If you so much as put a 
foot in the holy city of Poona, you'll lose your head. Go 
away. Take your ugly face far away. Don't come back to 
Poona. Not even your shadow 
should fall on the city of Poona. Get lost. Go. (376) 
He is ordered never to return to the city of Poona where he was only a new 
comer. All his dreams to prosper shatter. His desire to grow vanishes into thin air. 
He takes off his sash, the symbol of his Brahmanhood, and throws it away. He 
resolves to come back, not as a pious Brahman but as a fierce animal. "I am a 
Kanauj Brahman, but I've become a Shudra, a criminal a useless animal... I am a 
devil. You have made me an animal; I will become a devil inside." (376-77). Here 
he unfolds his concepts about the cast discrimination in Indian society. The 
manner in which he equates Shudras, the lower caste people, with the animals 
reveals his Brahmanical bias against dalits. Although he is himself the victim of 
discrimination for being an outsider in the city but he is after all a representative of 
Brahman ism. 
To prove his might and teach a memorable lesson to the Brahmans of the 
city, he degrades himself in his own eyes, as he has already got degraded in the 
city of Poona. To symbolically step down from the pedestal of Brahmanhood may 
be an easy task for him but according to Manu's Shastra it is very difficult to gain 
this special position once again {Manu Samhita, 10.64). Ghashiram does not want 
to follow the prescribed path to regain his lost position os a Brahman after losing 
it. He has a plan to regain his caste position again but in a different and personal 
way. He wants to gain a full control over the city though we do not know at this 
juncture what is going on in his mind. But it is certain that he hopes to acquire 
power and use it according to his own will. He says: 
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I'll come back like a boar and I'll stay as a devil. I'll make pigs of 
all of you. I'll make this Poona a kingdom of pigs. Then I'll be 
Gashiram again, the son of Savaldas once more. (377) 
Certainly he has some plans to follow and in case he has none, he is ready 
to do anything in order to avenge his loss of honour. "A great transformation 
occurs in him. He wants power and wants it desperately. What he has vowed can 
be achieved only if he become (sic) powerful." (Iyer 177) 
How eager is Ghashiram to destroy the evil-doers and the snatchers of his 
honour reflects in his furious war dance. He dances on a forceful mridanga (drum) 
beat. The banging of his fist in the dust is his declaration of war against the city of 
Poona. His dance is nothing but Shiv-tandava—Shiva's dance of destruction, who 
according to the Indian mythology is the destroyer of the world. Ghashiram too 
wants to mix up all the glamour of the city and the city dwellers into the dust, 
who, according to him are his enemies. 
The so called religious ceremonies of Poona Brahmans start once again. 
Nobody remembers Ghashiram. Nothing changes in the city. Earlier it was 
Bavanna changing into the garden of Krishna (367), now it is abhanga (a 
devotional song sung by saints) changing into a Lavani (a love ballad). According 
to the stage directions: 
The abhanga changes to a Lavani—a change from a religious song 
to a love ballad. The Haridasa sings a Lavani. Suddenly an 
abhanga. Back to Lavani. (377) 
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It is how Vijay Tendulkar depicts the corrupt state of Poona society where 
good and evil no longer possess any definite and discrete identity. The 
institutionalised religiosity is only a repetition of certain ritualistic exercises which 
has lost its real essence of cleansing the evil intentions of a person. Its 
practitioners repeat it only to hide their misdeeds. We are told that the ceremony 
of abhanga is going on in one of Nana Phadnavis's private halls. Kirtankar, the 
teller of sacred stories, or Haridasa, the singer of holy songs, in the company of 
all other devotees, men and women, perform his ritualistic duties under the 
patronage of Nana. This provides Nana an upper hand and a power to supervise 
such ceremonies without any real intention of cleansing his soul. Contrary to the 
natural essence of such activities Nana indulges himself into the unholy act of 
flirting with the women. 
Nana sits on a high seat. All are below him. Nana ogles the women. 
Smells the flower. Does not pay attention to the kirtan. . . leers at 
the women. {?>11) 
Rulers, in Indian history, were not only the heads of the state affairs but 
some of them were also the representatives or patrons of their respective religion. 
We have many such examples which include the names like Gupta emperor 
Ashoka and Mughal emperor Akbar. They were the heads, representatives, or 
patrons of their respective religion; Buddhism and Din-e-Ilahi. Nana, the deputy 
of Peshwa and the ruler of Poona, also supervises the religious functions in his 
city. But in Tendulkar's play he does not possess any moral purity to head the 
religious institution in a selfless manner. Religiosity is only a screen, a mere veil, 
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behind which he pursues his sexual adventures in an illegal and irreligious way. 
When everybody falls at the feet of Haridasa, Nana moves towards a pretty and 
innocent girl in the gathering. All of a sudden everyone vacates the hall. There 
remains only the girl and Nana. "All go but the girl stays behind, prays before 
Ghanapati. Nana gestures to the servant to close the door." (377) it seems that 
everything happens according to a desired plan. Does everybody go to leave the 
girl behind with Nana? Or, does the girl herself stay behind according to her 'own' 
will? The case may be one of the above, or there may be both the reasons behind 
it. May be all the devotees know Nana's intentions and therefore leave hurriedly 
leaving the girl behind. Or there may be the reason that the girl—who is no one 
but Ghashiram Savaldas's daughter Lalita Gauri—has been directed by her father 
to do so. The last reason is more convincing. 
Ghashiram knows that Nana's greatest weakness is his lust for beautiful 
women. Thus he lays his snare in the shape of his own daughter Lalita Gauri. She 
is young, fair, and beautiful. Nana could not resist but to achieve her on any 
possible cost. Ghashiram is cunning enough to remain present at the scene of 
Nana's trapping, in the position of a gate-keeper. The plan succeeds. He is able to 
have Nana only a glimpse of Lalita. Nana is not able to get hold of her. In the 
frenzy of his lust he grabs his servant, who is none other than Ghashiram himself. 
Lalita slips away and leaving Nana literary rubbing his hands. Hopeless, Nana 
rebukes the servant and promptly declares a death penalty for him. But luckily, 
there is none to execute his orders. When Nana furiously complains: "we had it in 
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our hand—the the prey fled" (379). Ghashiram replies that she could be got back. 
A ray of hope gleams in the lusty eyes of this old lecher: 
NANA. Oh, can we? Can we find her? How beautiful formed! 
What a lovely figure! Did you see? Erect! Young! Tender! 
Ah! Ho ho! We've seen so many, Handled so many, but 
none like that one. None her equal. We wonder who she is. 
(379) 
The hunter and prey imagery has been employed by the playwright here in 
this scene. Whether it is Nana Phadnavis or Ghashiram Savaldas who acts as a 
hunter, it makes no difference. But in both the cases it is Lalita who had been 
made a prey. Her father uses her as a bait to trap Nana and Nana preys upon her 
youth and beauty. 
To retain his/her prestige and honour, pomp and grandeur are the desired 
qualities of every powerful personality, particularly more meaningful for those 
who are at the helm of state affairs. Nana too craves for all that but the standard of 
his grandeur is different from the rest. He has headlong gone into the mire of 
immorality and the lecherous acts have become for him the harbingers of honour 
and felicitation. His power has taken him far away from the moral standards and 
religious rules. His self-made rules are fit enough to astonish a layman. To 
succeed in possessing an innocent girl like Lalita Gauri as his mistress has become 
so much important for him that he sees all his prestige at stake if he fails to get her 
as the same. 
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NANA. If she is not found, no one will keep his head! Our 
grandeur's gone if she's not had. We tell you, if she is 
found, then this Nine Court Nana will conquer Hindustan! 
What a bosom! Buds just blossoming . . . we'll squeeze 
them like this! (380) 
If the ruler is like this who will be the savior and guide of the subjects? 
Nana, who joins his sexual adventures with his martial prowess, is nothing but a 
shrived politician who has all sorts of tricks and techniques in his quiver. To 
satisfy his ill desires, he can go up to any point, and Ghashiram knows it well. But 
he does not know all of Nana's stock of treacherous tricks. 
Tendulkar suggests the sexuality implicit in power in the brilliant 
innuendo that caps the situation: 'Our grandeur's is gone if she's 
not had.' Nana needs Ghashiram, and Ghashiram needs Nana; but 
in the shifting game of power, it is only a temporary adjustment that 
Nana exploits as long as necessary and can drop unceremoniously 
the moment it has served its purpose. (Bandyopadhyay, "Note" 
587-88) 
Once more the religious proceedings mix up with the lecherous deeds of 
Poona people as well as their ruler, Nana. The procession of Ganapati immersion 
changes into eulogizing of Nana's power. The Brahmans do not chant only the 
religious chants like "Radhakrishna Hari Ho! Govinda Murali/ Ram Shiva Hari 
Ho! Mukunda Murari..." but they add to it the lines such as "There's only one 
Nana/ The rest is na-na-na" (380), and of course Ghashiram is one of the rest who 
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holds no ground before Nana. Not only are Nana's praises included into the 
religious procession but the religiosity has also been mixed up with the moral 
corruption of Poona people. Relating sexually corrupt Poona city and its gardens 
with "the gardens of Mathura where/ Krishna played", is a refrain repeatedly 
employed by Tendulkar (381). He ironically wants to show how the misguided 
people try to provide validity to their misdeeds as if all is well. Pointing towards 
the delicate employment of arbitrarily mixed up subjects, Amar Nath Prasad in 
one of his articles says: 
It is interesting to note in this drama that both religious chants and 
sexual rhythms have been deliberately intermingled with each other 
by the great dramatist, a skilled craftsman of art and poetry. He had 
deliberately done it to fling a satire on the corrupted priests of the 
contemporary time who behave like a saint outwardly but inwardly 
they so the work of a devil. (Prasad 6) 
Power hunting Ghashiram sends his daughter to the ruler of Poona who 
had caught a fancy for her. Although he has already more than half a dozen wives 
in his harem, he keeps on craving for new and young women as if he is adding 
new feathers to his cap. He does not marry Ghashi's daughter; he only keeps her 
as a mistress. In age, she is like a daughter to him. But the 'overripe bastard', the 
shameless governor of the city knows nothing but to save his own 'grandeur' with 
the increasing number of women, either in the shape of his wives or the mere 
mistresses, in his harem. The girl tells him in her first encounter with him that he 
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is like her father. Even in front of the idol of Lord Ganesha, Nana does not feel 
any kind of shame or remorse. Rather the old fox replies: 
NANA. Only in age. But our devotion is -only to this graceful 
image . . . don't lose any more time. Youth will not come 
again, the bloom will not last. (He comes close and tries to 
put an arm around her) My dear, you are like a daughter to 
us—someone else's. (378) 
The lecherous ruler has such an audacity only because he is an authority. 
He has no one to scold him. None of his subjects has any power to stop him. The 
Brahmans are themselves corrupt. There would have been only one power to stop 
him and that is the terror of God's punishment. As religion has got reduced only to 
a ritualistic phenomenon which is repeated time and again, tinged with an erotic 
flavor, has no power to bar him from such activities. God has also been reduced to 
the position of a mere "idol of holiness" (379). Gods of Hindu mythology have 
been represented as having saucy and naughty attributes. The important thing is 
that only these kinds of qualities get highlighted in the whole play. Nana as well as 
his Brahman subjects imitate only these traits of their deities. Thus the "gardens of 
Poona" turn into "the pleasure gardens of Mathura/ Where Krishna played" (381). 
The difference is only that Lord Krishna played with chaste Gopis (milkmaids) 
and Poona people play with the prostitutes like Gulabi in a red light district ("Shri 
Krishna and Bhakti"). They even turn innocent girls like Lalita Gauri into whores. 
When Gauri resists submitting to nana's monstrous desire. Nana shows her the 
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image of Ganapati, who "has two wives. One on this side, one on that side" (378). 
The difference is only that Nana himself has so far seven in his royal harem. 
Ghashiram barters his lone daughter for the sake of a position and power, 
so that he can regain his lost reputation. Ironically he not only loses his daughter's 
honour but also her life. To avenge his disrespect and dhishonour he loses the 
greater honour of his only daughter. He is conscious of all this. He knows what he 
is doing. He challenges the audience, as he challenges the Poona people in the 
end: 
Oh, you people. Look! I've given my beloved daughter into the 
jaws of that wolf! Look. Look at this father putting the child of his 
heart up for sale. Look at my innocent daughter—a whore. That old 
overripe bastard! Look at him, eating her like a peach . . . Spit on 
me. (381) 
Though conscious of his crime, Ghashiram lives in a fool's paradise. He 
thinks that everything will be according to his set plan. So far everything happens 
according to his own designs. He 'traps' Nana by ruining his daughter's life. But 
he is only a novice, only a child as compared to powerful and influential men like 
Nana. He does not know what will actually become of him. He thinks contrary to 
the reality. "Now he's [Nana] in my hands . . .", as he says, is only his 
shortsightedness. 
For the mean time Nana forgets everything in the company of Gauri, as 
chorus informs us. Nana is all lust! 
SUTRADHAR. Couldn't think about his work. 
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ALL. Couldn't think about his God. 
SUTRADHAR. For Nana no labour, just lust. 
ALL. Lust knows no age, no shame. (382) 
Threatened to be parted from Gauri, when his satisfaction with her is still 
immature, Nana begs before Ghashiram for few more days. While the latter tries 
to fully utilize the other's urge. At the same time he keeps on using Guari as his 
bait to hook the big fish in the shape of Nana Phadnavis for the purpose which he 
has already achieved to some extent. Ghashiram feigns disobedience. He resists 
sending his daughter to Nana's palace. Nana is all-powerful. He can even get her 
abducted and brought to him. Ghashiram, who thinks himself the master player of 
the power game, has one more piece to be brought forward on the chessboard of 
power. This time he uses the threat of the 'king', the Peshwa himself as a tool. 
Nana seems completely melting down. 
NANA. I'll have her caught and brought to the palace. 
GHASHIRAM. The Peshwa is still alive, highness. 
NANA. Then what can I do? 
GHASHIRAM. All right, sir, . . . make me the Kotwal of Poona. 
(383) 
Ghashiram seemingly traps him on both sides, it cannot be said whether 
Gauri is more attractive a bait or Peshwa is a potential threat for Nana. Nana, at 
least, consents for the price. Ghashi gets the 'highest' price for her only child; he 
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barters her for Kotwaliship. Nana makes him the Kotwal of the city. A man, who 
does not have any experience of legal and security affairs but only a feeling of 
vengeance, assumes the role of Kotwal. Ghashiram has only one purpose now, and 
that is to take revenge on the people of Poona. He is the man who got humiliated, 
tortured, accused of theft and at last forced to leave the city. By the dint of his 
treachery and cunning he has now occupied such a high place in the city 
administration that 'nobody' would be able to do any harm to him. At the helm of 
security affairs, he is now supposed to guard the same city. 
Does he have any revolutionary ideals or any intention to secure the 
weaklings of the city, so that nobody would have to go through the humiliating 
experience which he himself has gone through? We know he has chosen the 
wrong way to reach the place, the post of Kotwaliship. As the means are so the 
ends have to be. He has succeeded to become a 'mere' Kotwal not a king. He is 
only a cog in the whole system of Nana's corrupt administration. Ghashi's 
becoming a Kotwal is no revolution in itself He is a single man with no followers, 
not even a single aide. An alien cannot bring revolution in the whole city of 
Poona. What he does is nothing but his self-delusion and the expression of his 
frustration. He thinks singularly thus only for himself And sometimes not even 
for himself too but only to taste the flavor of power, of which he had been a victim 
himself. He is a victim turned into victimizer. Now being the head of the city 
police, at the cost of his daughter's chastity, he arrogantly puts on the glittering 
attire of Kotwal and assumes a swagger so naive to his humble origin, but at the 
same time much befitting his temperament. With the airs of being "larger than 
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life", Ghashi is now ready to make a show of his powers (385). He is ready to turn 
the whole city of Poona into the "kingdom of pigs" (381). To acquire the higher 
status, to which he has succeeded to reach, he followed a definite strategy. But 
after gaining the high position his all strategies end up. He cannot succeed any 
more, for he thinks that he has reached a strategic point where from he can start 
his 'operation vengeance'. He has now no higher positions to reach to. The target, 
his operation aims at, is not the ruling authorities, the system itself or the 
economic or social setup, but his immature animosity is with the subjects, the 
public at large. Ghashiram is not in search of any Utopia. He does not crave for 
changing the system. What he does is only the change of a place. As Ghashiram 
Savaldas, he was a vulnerable target of those with slightly more power than him; 
those with a social position, and superior economical location. Now as Ghashiram 
Kotwal, his position is totally different. He is not only less vulnerable but also 
with evil designs to target his earlier victimizers, the common people of the city. 
That is what Nana Fadnavis knows about him. He is no danger for his authority as 
he is unable to think of acquiring more power. 
Nana is more experienced. He knows all the ups and downs of power 
politics. Ghashiram seems to be only a child before him. Nana has his own ways 
to go through, of which Ghashi is totally unaware. He employs him not only for 
the sake of his daughter, Gauri, but he has one more axe to grind. Ghashiram is a 
foreigner in the city. Nana knows his limitations. He knows that he cannot 
befriend with his (Nana's) rivals. He is an alien and will be always an alien, and 
thus never permitted to take part in any future conspiracy against Nana's authority. 
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While he consents and acts upon the proposal of Ghashiram, Nana dehvers an 
important soliloquy: 
NANA {Suddenly brightening). Go, Ghashya, old bastard. We 
made you. We made you Kotwal. Raise hell if you wish. But 
you don't know the ways of this Nana. This time there are 
two bullets in this gun. With the first one, we'll fell your 
luscious daughter. But with the second we will make the 
city of Poona dance. Ghashya, child, you're a foreigner. 1 
have put you on Poona's back. Why? As a counter to all 
those conspirators. You'll not be able to join them; they'll 
never trust you even if you do. Because you're a stranger, 
you're an outsider. We just raised a dog at our door to the 
position of the Kotwal! . . . Oh, you're a bastard, Ghashya. 
Your manner will be more arrogant than that of the 
Chitpawan Brahmans. . . . What'II happen is that our 
misdeeds will be credited to your account. We do it; our 
Kotwal pays for i t . . . . (384-385) 
There are at least two fateful days in Ghashi's life. The first one is the day 
when he stepped into the corrupt city of Poona, and the second, when he became 
the Kotwal of the city. The first day starts to make him conscious of his 
powerlessness. The other day provides him with absolute power and at the same 
time begins to corrupt him absolutely. He cannot harm Nana's authority. Nana is 
too far a target for him. Satish Barbuddhe rightly observes: 
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Ghashiram does not understand the warning given by a shrewd 
politician like Nana. He only knows to oppress poor, common 
people. The absolute power corrupts him absolutely. (40) 
Ghashiram's conversion from an innocent poor man to a sadist police chief 
does not benefit him a bit. He is a foolish 'businessman' who does not sell only his 
'goods' but sells even his own self for no gain and no profit. His is the business of 
loss. He is the representative of countless common men of our country who while 
following the shadows of prosperity and power end up as scapegoats, ditched by 
the greater powers. He is one of those dreamers who pursue their emotional 
satisfaction but reach nowhere but to the road of evil. Myopic Ghashi is unable to 
see his, as well as his daughter's future. His desire to revenge makes him blind. He 
is a Faustus like character who sells out his fortune and future to a devil for the 
senseless charms of power. His Mephistopheles gets his life by putting the toy of 
Kotwaliship in his hands. This ill-starred Faustus enters into the web of power, 
with a toy of pseudo-power to create "a court—and a half of his own, parallel to 
the real authority of his master (385). 
Ghashiram feels that Kotwali will mean absolute power in his 
hands but he fails to realize his victimization to Nana, a higher 
power centre. Even in this sinister bargain Nana enjoys twofold 
benefit; personal and political. (Sandhya Saxena 25) 
As the new police chief of the city, Ghashiram does nothing new except 
strictly implanting the already existing harsh laws. "Ghashiram Kotwal gave an 
order" that "All the old orders will be implemented strictly" (386). We do not see 
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him doing anything to save his daughter. What he does is not only his act of giving 
vent to his earlier frustration but also an indication of his current state of 
helplessness. He is handicapped to take any action against Nana. In the real sense 
he had stepped from a lesser helplessness to the realm of a larger handicap. His 
conversion from a 'free' man to a servant of Nana has put him into a web of legal 
subservience where every action needs a permit. He too has no permit to rescue 
his daughter. He cannot stop the ruler from his lechery. Nana, far from his 
Kotwal's reach, celebrates his powers in the company of Kotwal's own daughter, 
while the kotwal patrols the streets of the city to straighten the masses. Sahdhya 
Saxena aptly says about Ghashiram that 
He becomes a sadist under the sway of his vindictiveness. The 
whole city of Poona trembles at the name of the Kotwal. Nobody 
does question him. However, under the intoxication of his vengeful 
ire he forgets that he has laid his delicate daughter into the hands of 
a malevolent power. (Saxena 26) 
It is not fair to say that Ghashi has forgotten his daughter who lies in the 
clutches of beastly Nana. Instead, he is always conscious of his daughter's 
absence. He may be intoxicated with power, as Sandhya Saxena observes, but he 
is at the same time helpless common Brahman Immigrant whose dreams to 
prosper have been frustrated by the authorities as well as by the common people of 
this city. He does not celebrate his newly possessed power as Nana celebrates the 
possession of Gauri. His is the utter revenge upon his tormentors. He wants to use 
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his power up to the last iota because he knows that his limited power may cease 
any time. He knows that his authority is subject to the whims of Nana. 
The manner in which he treats the people of Poona is a proof of his strong 
disliking for their ruler's licentious lifestyle as well as his public authority. As he 
has got a freehand to deal with the public, the first thing he does is to straighten 
their sexual behavior. He detests their sexual standards; their adulterous behavior 
and their extramarital relations. The whole reason behind this disliking is not only 
his initial victimization by the city people but the major part of it is the loss of his 
daughter's chastity; although he is himself responsible for this but we cannot 
negate Nana's share of essential guilt in it. Ghashiram bans whoring. The biggest 
whore in the city is Gulabi whose greatest patron is none other than Nana 
Phadnavis. Nana is also guilty of making a whore out of his daughter, Gauri. 
Ghashiram orders that the people "have to stay with the wives they married" (p. 
387). Nana has already six wives however he likes to live with Gauri. Ghashiram 
also prohibits "to do an abortion,[or] to be a pimp" but he himself is the biggest 
pimp because he is the seller of his own daughter (387). As for as the question of 
abortion is concerned, his daughter Gauri is forced to abort, during which she dies. 
All this indicates that the major target of his violence is 'Nana' and his way of life. 
Ghashi is even unable to raise his finger against thus he attacks his way of life 
which has been got imparted or at least a replica of which is present in the people 
of the city. 
One thing must be noted about the implementation about Ghashiram's 
ruthless laws. He declares that people must possess permit to do certain type of 
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actions. Those who commit a sin need to have a special permit. Nana needs no 
permit as he is himself the source of the law. Those with power may easily 
procure their permits. It is only the common people who are affected by new 
permit raj. This permit system is a corrupt system; useless and dangerous for the 
common people. Tendulkar has satirized the contemporary society where licenses 
are issued not only for mere taxation but also to fill the personal coffers of 
bureaucrats. "It is a satire on society which shields the powerful and corrupt and 
punishes the helpless and innocent" (Wadikar, "An Indian Classic 61). Ghashiram 
is at the same time both a victim and a victimizer. He is an alien in the city; he has 
none to sympathize with him, though to some extent he wants to clear the city of 
its evils. He is also not fully sure about his acts. He bans counterfeit currency, 
demands from people to be religious and abide by the matrimonial vows. Except 
his permit system all his rules seem to be based on religious laws and moral code 
of conduct. Apart from these favourable traits he represents despotic qualities in 
his personality. This contradictory attitude results in making him an alienated and 
skeptic being, with an "unhappy consciousness", "a double and contradictory 
being whose aspirations towards universality have been frustrated" (Macey 7). 
Ghashi is not clear about his intentions. The way he implements the previous rules 
with the aim to reform Poona society is quite a positive step towards creating a 
healthy environment for its people. But the way he indiscriminately sues people 
and fills dungeons make him a demon in public eyes. Not only those who sin, 
whore, and steal lose their heart but whole "of Poona loses heart" due to their new 
police chiefs mischief (387). According to Neeli M. Sadarangani "While 
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Ghashiram's reforms bring about some good, they soon grow macabre and twisted 
as the baton of law is wielded indiscriminately" (65). Whatsoever his intentions 
are, the way he terrorizes the people, cannot be justified. Whether his main 
intention is to fulfill his revengeful vow or to change the people's life style from 
evil to good is not certain. But one thing is obvious that "In the name of 
straightening people, bringing morality, he brings hell" (Iyer 179). His brute 
authority disturbs the life of common people. The people who were not used to 
answer anybody's queries regarding their daily routine and were content with their 
own moral standards, no matter how corrupt they were, have now to present the 
proof and authenticity for every moral, immoral as well as amoral activity before 
their new police chief. They are helpless to cause any change in the city 
administration. The only thing they can do is to ask the Peshwa's deputy. Nana, 
for some respite. Nana, who has got Ghashi installed upon the common people, is 
like every self-seeking powerful ruler who does not see always his good in public 
good. The real culprit and sponsor of the permit raj is none but Nana Phadnavis 
himself who not only backs Ghashiram but at the same time demands himself 
permit even from those litigants who seek his interference between them and 
Ghashi's ruthless demands. A woman, whose father-in-law has deceased, comes to 
Nana with a complaint against the police chief, who does not honour the permit 
which her family has secured for the cremation of the dead body. Instead of 
rendering any kind of justice. Nana, who is busy with merry making and festivities 
of Rangapanchami, in the company of his wives, Gouri, and Gulabi, is not ready 
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to listen to any litigant knocking at his door. He gets angry for he thinks that his 
"fun has been spoiled". 
NANA. . . . Where are the guards? Take this woman away at once. 
Who let her in without a permit? Complaints and all that go 
to the Kotwal. Go. Don't let anyone in. (393) (emphasis 
added) 
Now the cycle of events is almost complete; Ghashiram Savaldas is in his 
new avatar of Ghashiram Kotwal. He is no more a helpless victim but has become 
a mighty and cruel victimizer. Time brings him to the same place where the events 
of his victimization had begun. 
SUTRADHAR. The days went by. As they do every year, the 
Poona gentry, the Poona intellectuals, the pundits, the 
priests, the baggers, gather in the special gardens for the 
royal favours. (393) 
The stage is same but the players have now different roles to play. 
Ghashiram who had once been humiliated and considered ignoble, negligible, 
casteless, powerless and position-less common man could not forget the dreadful 
experience he has gone through. The same hellish yells of "thief, thief. My pocket 
has been picked" (373) reecho as "Thief! Thief! I have been robbed..." (393). 
Everything gets recapitulated in Ghashiram's mind; the act of humiliation and 
false accusation is reenacted. But this time it is not him but some other innocent 
Brahman who is being falsely accused of theft. The man beseeches that he was not 
a thief. 
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BRAHMAN (crying). Your Honour, I'm not a thief, I'm not. 
GHASHIAM (twirling his moustache). Very well. Will you pass an 
ordeal, Brahman? (394) 
The Brahman is asked to go through a harsh ordeal; the agni pariksha 
(fire-test), through which Sita had to go after she was recovered from Lanka. But 
Sita was Sita, She passed through the agni pariksha without any harm, not even a 
single mark. 
saa taptanavahemaabhaa taptakaaJNchanabhuuShaNaa 
papaata jvalanaM diiptaM sarvalokasya saMnidhau 
(Translation: That Seetha, with the shining of fresh refined gold and 
decked with ornaments of refined gold, plunged into the blazing 
fire, in the presence of all people.) (Valmiki 6-I16-30-3I) 
This common Brahman is expected to show the same miraculous chastity. His 
nails are pulled out, and the fingers are washed with soap and lemon juice. Red hot 
iron balls are put in his hands, while the sadist Kotwal supervises the Brahman's 
ordeal. He questions: 
GHASHIRAM. You didn't tell a lie? Then why are the hands 
burnt? Didn't you tell a lie? 
BRAHMAN. No. no. 
GHASHIRAM. Another lie. Bring the balls and put it in those 
damned hands again. (397) 
208 
The innocent Brahman is caught between devil and the deep sea. In fear of 
tortures he confesses that he stole, not knowing that the ordeal would be 'nothing' 
before the actual punishment of Kotwal who tells his men that they should always 
be clever: "See how a thief confesses. Go. Cut off his hands and drive him out of 
Poona. I'll see to it that no Brahman steals!" (397) As compared to the punishment 
met by Ghashiram himself, the way he punishes is more brutal. He has returned to 
Poona for taking revenge upon his oppressors and straighten the evil doers but as 
we notice his revenge turns out to be misguided, his anger misses its target and his 
wrath falls upon the innocent powerless people. 
Tendulker does not seem to blame Ghashiram for his misadventures and 
his cruel actions. As a writer he feels fascinated by the violent exploited-exploiter 
relationship. Ghashiram's actions as an exploited turned exploiter reveal the cruel 
fact of life that this relationship is eternal and it never ends up. The playwright 
himself says that he delves deep into it instead of taking a position against it 
(Bandyopadhyay, Introduction xlii) 
Whether human nature is evil or not is too huge a question to be answered 
but what is certain is that "Tendulkar's play does not give any clue to Ghashiram's 
affinity with the evil incarnate. His villainy is the out pouring of the unrest caused 
by his humiliation. The resultant vow of vengeance further aggravates his 
wickedness" (Saxena 22). What the Sutradhar had earlier predicted about 
Ghashiram's end gets once more voiced in much more powerful tone of the 
tormented Brahman's curse. He foretells not only Ghashi's own dreadful end but 
also the death of his daughter. "0 Ghashiram . . . You'll die without children . . . 
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You'll die a dog's death, grinding your heels in the dirt." (397) Gauri is being 
killed in this very "Ghashiram Raj" (398). Ghashiram's dream to marry her to a 
"fitting husband" (398) gets shattered. Even before her pompous wedding, as 
Ghashi had planned, with the help of his power, "money, jewels, and respect" 
(398). Lalita Gauri dies during an abortion at midwife Chandra's house while 
Nana weds for the seventh time with yet another "tender blossoming bride" (400). 
It is the first time that we see Ghashiram weeping like a little child. The 
animal in him is dead for a while. As soon as he has the last glimpse of Gauri after 
exhuming her from her grave, he grabs the throat of midwife and chokes her to 
death; the animal in him becomes even more fierce and dreadful. Ghashi declares 
Nana Phadnavis his open and avowed enemy and holds him responsible for his 
daughter's death. But we see him awestricken in front of Nana's grandeur; he 
bows before him and abides by the rules of protocol. Nana uses both his religious 
and his political authority to evade Ghashi's wrath. He preaches him the Vedic 
philosophy of maya (illusion; the meaninglessness of the world) where everyone 
has to do his respective duty and fit into the roles assigned to her/him. Ghashiram 
is benumbed as masses have always been benumbed by the opium of religion 
(Marx n.p.). Not only this. Nana also thrusts upon him the power to kill. 
Deeply saddened by Gauri's death, and armed with a new weapon 
[to behead anybody who says ill about him], Ghashiram made 
Poona into a slaughter house. Fear writ large everywhere. Days 
went by, his style had changed to worse. The way a wounded tiger 
becomes addicted to blood, so the Kotwal had come to love the 
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smell, he had acquired a penchant for human blood, the Kotwal for 
the slightest reason bats and kills in every season, the mouths of 
people were dry with fear. The situation was such where people 
knew not where to complain. Ghashiram did not pay any heed to 
the deep resentment in the people, till a Maratha Sardar gives a 
death blow to him. (Iyer 182-183) 
We know that the real culprit behind the ruthless rule of Ghashiram the 
Kotwal is none but Nana Phadnavis himself. But this reality remains hidden from 
every common Punekar (Poona resident). In the guise of Nana, Tendulkar reveals 
the real face of politics which has become nothing more than a "lucrative 
profession" (Sen n.p.), where to rule and to remain in power is the sole motive of 
every professional politician. And for this they need to wear masks of religiosity 
and righteousness so that their real and fearsome faces remain hidden from their 
followers as well as from their opponents. 
Nana's face is not an open book where men may reed (sic) strange 
matters. He is thorough professional who knows the ins and outs of 
politics. He looks like an innocent flower but is actually the serpent 
behind it. (lyerl 85) 
Tendulkar, in addition to unmasking the rulers, targets the societies like 
that of Poona where people, common and uncommon, powerless and powerful, 
ruled and rulers, lack courage to confront their rivals in an open, honourable, and 
heroic manner. They only know the cunning ways to dupe others or slavishly 
follow others to save their own skin. Heroic traits are extinct in each individual. 
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The fault does not lie at individual level. The very roots of such societies have got 
infected by corruption. The society as a whole is not in a position to produce any 
hero. Neeli M. Sadarangani aptly remarks that "Tendulkar's corrupt Poona society 
is incapable of producing a hero, it can only produce insane maniac like 
Ghashiram or a lascivious antihero like Nana" (65). Although the playwright 
denies that the play is a historical one but the masses of Maharashtra could not 
understand him because they were the members of the same society who produce 
individuals like those we see in this play. N. Sharda Iyer comments on the banning 
of this play: 
A defeated society does not look for flaws in its heroes. If forced to 
see them, it will fight tooth and nail to remain blind. It was this 
most vulnerable spot in the Maharashtrian psyche that Tendulkar 
tries to expose in Ghashiram Kotwal" (191). 
Every monster has its end so has Ghashiram. He imprisons a group of 
foreign Brahmans on the petty charges of plucking few mangoes from his garden. 
Some of them die due to suffocation. A Marathi landowner Sardar Phakade, who 
is said to be one of the enemies of Ghashi finds a readymade opportunity to 
destroy him. This influential Sardar along with his followers beseeches the 
Peshwa to intervene and punish Ghashi, to which the Peshwa's chief minister 
Nana sentences him to death without any feeling of remorse. Ghashiram's head is 
shaved and anointed with sindur (Vermillion). He is run around the town on a 
camel and tied to an elephant's leg. He is finally handcuffed and forced to face the 
mob who stone him to death. Ghashiram gets sacrificed at the altar of power 
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without any personal gains. Order seems to return and Nana orders celebrations 
for the end of a "demon" that was "threat to the great city" (415). According to 
Wadikar "Justice is exhibited to be done, and equilibrium of society appears to be 
restored. The play ends with raising the issue "Is it really justice? Is justice 
possible at all in a system?" (Wadikar, An Indian Classic 61). 
The answer, of course, would be a big no. The root cause of disease cannot 
be cured by only a cosmetic relief The disease lies there in the roots of social 
system which allows those in power to use those who do not have it and destroy 
them when they are no longer useful to them. Ghashi "has been treated like a toilet 
paper, a use and throw object, by the successful but wily, treacherous politician" 
(Wadikar, a pioneer playwright 50). It is not only that the Ghashis in our society 
let themselves to be used by others; it is also because they have less options and 
opportunities available to them. They put themselves on the chessboard of power 
and gamble with the lives of their dear ones to find a chance to grow. They lack 
both in skill and resources, where as their opponents as well as employers have 
both. They let themselves to be used, unaware of the fact that they are only the 
stepping stones for others. 
Samik Bandyopadhyay observes that "The fall of Ghashiram, as Tendulkar 
shows so effectively, is too often regarded by the people as a political relief: and it 
is the power-that-be that takes advantage if the delusion to tighten the stranglehold 
of their power" (Bandyopadhyay, Note 591). The common people are always 
silences; sometimes by force and sometimes by political tricks. Rulers create the 
demons like Ghashiram and destroy them according to their personal necessity. 
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The position of a public demon is not less than a puppet whose strings always 
remain in the reigning hands. Neela Bhalla compares Ghashiram with Nana in the 
same vein. She says that "If Ghashiram is the Juggernaut Hurling through the play, 
Nana is the wily puppeteer, pulling the strings. He is the study of cunning and 
lasciviousness" (Bhallal32). Ghashi was only a mask which kept Nana's devilish 
face hidden from the public gaze. When the mercury of public rage rose and the 
mask outgrew his face, Nana threw it to the angry masses and came out an able 
administrator. With the help of this play the playwright tries to expose the 
foolishness of common people and the knavery of those in authority. Gaigan 
observes that "At the end of the day Nana is presented as a good administrator and 
his all evils are forgotten. The dramatist has presented the real picture of Indian 
society" (qtd. in Wadikar, A Pioneer Playwright 52). 
The play Ghashiram Kotwal thoroughly deals with power at different 
levels in Indian society. The play may be historically rooted but it does not fail to 
comment on universal power structures which even in our own age exist the same 
way as they had been in the eighteenth century Poona. In fact the genesis of the 
play has a contemporary character which according to Neela Bhalla was the 
emergence of Shiv Sena in the chiefministership of Vasant Rao Naik. The Sena 
was allegedly created by the then ruling party to counter the communists in 
Maharashtara (Bhalla 141). Whatever be the actual reality, the play is a 
dissertation on the mechanics of power. 
It is the power of Nana which makes Ghashiram the Kotwal of 
Pune. It is the power of Ghashiram which terrorizes the citizens of 
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Pune. It is the power of Lalita Gauri which enthralls Nana for some 
time. The power-politics is undercurrent of discontent in the 
citizens of Pune. (Barbuddhe 41) 
Seemingly the mere story of a power grabber who grabs it through a "nasty 
sell-out of his daughter's modesty" (Chakrabarti 12) is actually a discourse on 
power. Except the exploitation of female characters there are many other sides of 
power relationships dovetailing in the play which range from Maratha-Brahman 
animosity to insider-outsider suspiciousness and from rich-poor imbalance to 
ruler-ruled mechanism. In N. Sharda Iyer's words, "The power in Ghashiram 
Kotwal is evident in religiosity, sexuality and politics of deputation" (148). It 
recurs time and again in every despotic system of politics and governance. What 
happens is that some selected persons are used by hook or crook to help the 
political leaders gain points in their power games. The deputed people may or may 
not know the actual position of their being mere puppets; but it is certain that their 
position is not less tragic than the position of the sacrificial lambs, as the rule of 
the game is only to use/abuse and throw. They are deceived and are used to 
deceive others as is the case with Ghashiram. Deception works side by side with 
deputation. 
Like ceremony, both religious and secular, the deception of 
deputation constitute yet another device of power. The real power 
uses the masks of deputation to mediate the exercise of power, to 
hide from the victims the real face of power, so that all resistance is 
effectively deflated." (Bandyopadyay, Note 588) 
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Nana cunningly deputes Ghashiram to grab too many benefits without 
much effort and no harm at all. Ghashi is poor and powerless fellow. He easily 
gets stuck in Nana's snare. Nana knows Ghashiram's limitations of having a non-
Maratha lineage and non-native roots; thus an unfit for any intrigue against Nana. 
Victimization, though not the core of the whole plot, is of course a major 
theme in the play. Ghashiram may symbolize violence in power but he is actually 
a victim of the system. Nana represents corruption which has deep roots in social 
and political system. His deep rootedness makes him stay in the hot seat of power 
longer than he deserves. The marionettes like "Ghashiram may come and go, but 
the real power rests with the demagogue like Nana. The social set-up remains 
unchanged as ever before" (Wadikar, A Pioneer Playwright 105-106). 
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Conclusion 
To conclude, we can say that Vijay Tendulkar is a playwright of world stature. 
His plays are in no way inferior in artistic and thematic richness to any of the great 
dramatists of the world. Tendulkar has played a great role to put the Indian theatre on 
par with the world drama and his plays have provided the Indian theatre a new and 
rich tradition. The present research is neither a comparative one, nor does it boast of 
covering the entire thematic beauty and artistic prolificacy of the writer. The 
researcher has tried to look into the social aspects and the continuous struggle between 
the members of Indian society to gain and maintain power over one another. Power is 
not, for Tendulkar, something embodied in authoritative leaders, privileged classes, 
monarchs, and patriarchs only, it is a tendency of men and women to overcome each 
other in every human relationship. Tendulkar does not subscribe to any theory of 
power similar to that of the Althusserian model of state oppression alone; his deep 
knowledge of human psyche and human endeavour on grass roots level has compelled 
him to see each human relationship as a power relationship in accordance with the 
Foucauldian bottom-up model of power relations, permeating in all relations within a 
society. Accepting individuals not as inactive dupes but as dynamic subjects, he shows 
us how a seemingly powerless member of a society incessantly tries to gain control 
over others around him/her. There are numerous incidents in Tendulkar's plays where 
some of the structurally deprived members of Indian society try to break free from the 
structural bondages which are mainly based on the gender, caste, and class divisions. 
It does not mean that all of those who rebel against the traditions, do always achieve 
success because of their rebellion. The structural divisions do not vanish too easily. In 
case the old structures vanish, they give rise to new structures and the process keeps 
going on repeatedly; snatching power from one and assigning it to another. Be it 
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Manu's laws, which divided Indian society on caste and gender basis, or recently 
acquired democratic political set-up and the newly emergent Indian middleclass and 
its moralities, Indian society kept on nourishing inequalities and remained divided 
between those who posses power and those who stayed powerless. 
The dissertation has tried to show that power structures are essentially mental 
structures, based on ideologies and moralities. It also shows how the mental structures 
acquire quite often a material shape, giving rise to physical violence and brutality. As 
a journalist Tendulkar witnessed the different facets of violence prevalent all around 
him. The rampant violence, exploitation, and oppression made him restless. To expose 
all this he started presenting raw violence in his plays. Tendencies to get violent are to 
him, the essential qualities of human nature. In his plays he never fails to produce 
sympathy for the victims of violence and abhorrence for the tradition of victimhood. 
The current dissertation has intended to illustrate that Tendulkar's primary compulsion 
to create violent scenes in his plays had essentially a humanistic purpose. Although he 
accepted violence as one of the basic human instincts, he never supported the meek 
option of bearing it dumbly. He believes in revolt and change to lay the foundations of 
a just society. 
The major concerns of Tendulkar's plays discussed in the current thesis are 
man's fight for survival, the social deprivation of women, and the physical and 
psychological victimization of the weaklings of society. The thesis comprises of six 
chapters including the introductory chapter. The introductory chapter has tried to 
provide a brief overview of the tradition of Indian drama from its origin in Indian 
mythology up to the Europeanization of its themes and techniques. The chapter has 
also tried to exemplify some of the sociological concerns present in some of the Pre-
Independence and Post-Independence Indian dramas. It has lastly tried to 
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accommodate Vijay Tendulkar in the tradition of Indian drama and recognize his 
contribution in its enrichment, 
The second chapter of the thesis is not directly related to the plays of Vijay 
Tendulkar. This chapter has been included into the thesis in order to provide a 
theoretical background to the entire dissertation. Intended to review the contemporary 
discourse on power, the chapter has tried to cover some of the major contemporary 
critics, theorists, and philosophers, who have contributed to the discourse of power. 
The chapter includes the introduction of the main theories of Michel Foucault, Louis 
Althusser, Friedrich Nietzsche, Antonio Gramsci, Friedrich Engels, Ronald Barthes, 
and some of the feminist and postcolonial theorists. 
The next four chapters are based on four individual and significant dramatic 
works of Vijay Tendulkar. The third chapter of the dissertation has intended to provide 
a critique of the man-woman relationship in the play Kamala. It criticizes the 
institution of marriage in Indian context where the woman has always been expected 
to remain submissive to her husband. Although marriage is biologically an equal 
relationship, but this social contract hardly lets a woman to be on par with a man. 
Going back to the history of female submission, the thesis has endeavoured to come 
up with a concrete proof of the demonization of women in ancient mythologies in 
which women were believed to be the vilest temptresses and the supreme danger for a 
man and his salvation. The chapter has demonstrated how the focus of victimization 
changes from person to person beyond the marital hierarchy to political authority and 
capitalistic control. 
The fourth chapter of the thesis deals with the similar kind of subject. It has 
intended to depict the play Silence! The Court is in Session as a play in which the 
playwright exposes the hypocrisies of the male-dominated society. The chapter 
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discusses some of the petty middleclass moralities and the position of a single woman 
in the male dominated Indian society. The chapter illustrates how the endeavours of a 
woman to gain financial liberation and her decision to remain unmarried for a pretty 
long time are negatively dubbed as her immoral rebellion and waywardness by her 
male counterparts. The jealousy of the failed middleclass members of her society plot 
her entrapment and try to silence her natural lust for life. The play is a treatise on 
moral slavery and middleclass obsession of controlling the social weakling. 
The fifth chapter of the dissertation is based on Vijay Tendulkar's play 
Sakharam Binder in which the protagonist is portrayed as a hedonist and an egoist. He 
tries to create for him a space to accommodate a new and strange kind of morality 
which rebels from the institution of marriage. Living as a social outcaste, the main 
character of the play lives on the edge of his society and mixes with, helps, and 
exploits the more helpless members—the caste-off women of his society. The thesis 
has tried to demonstrate how Sakharam's jealous, hedonist, and egoistical nature 
makes him worse than the people whom he keeps on criticising as inhuman and cruel. 
Although there is certainly an inner urge in Sakharam to change some of the social 
conditions prevalent around him but he fails to do so as his half-baked rebellion is 
fuelled by his personal crises and his desire to gain dominance over the wretched of 
his society. 
The sixth and the last chapter of the dissertation explores the games of power 
in politics and human relations in one of the Vijay Tendulkar's longest-running plays, 
Gashiram Kotwal, which has to its credit more than six thousand performances. The 
dissertation surveys the story of a petty power-grabber, Gashiram, as a discourse on 
power. Including the exploitation of his own daughter, whom he barters for getting 
some sort of influence over his oppressors and opponents, the play dovetails the 
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multiple facets of power-relationships present in the play: ranging from Maratha-
Brahman animosity (in the historical era in which the play is set), insider-outsider 
suspiciousness, rich-poor disparity, and ruler-ruled mechanism. The thesis has dealt 
with the cunningness of the politics of deputation. It shows the deployment of some of 
the innocent and energetic people by those who are at the helm of power. At the end 
these selected persons are used by hook or crook only to help the political leaders to 
gain points in their power games. They are deceived and used to deceive others as is 
the case with Ghashiram in the play. The dissertation has intended to reveal that the 
deception works side by side with politics of deputation. 
Only few plays of his prolonged literary career are available in good English 
translation, therefore any critical work of a researcher not familiar with Marathi 
language is not able to access the whole of his oeuvre. The present research focussed 
only on a few important and selected dramatic works of Vijay Tendulkar. One single 
research project is insufficient to localize the structures of power in Indian society as 
depicted in his representative plays by the playwright. The power games range from 
the gender based biases and political deceptions, to caste and class divisions in his 
works. The present dissertation has mainly focussed on gender discrimination and 
political misuse of power through the politics of deputation. The thesis is surely 
relevant to the field of sociology, but not entirely a sociological study. The dissertation 
is quite narrow in scope as it has only aimed at a few selected social aspects of the 
Indian society as presented in some of the selected and representative plays by Vijay 
Tendulkar. 
The present research has attempted to present a critique of the society, 
Tendulkar portrays in his select plays. The dissertation has tried to point out the fault 
lines of Indian society which make it fraught with violence—psychological as well as 
224 
physical. The society in which Tendulkar sets his plays is a place where women are 
always considered as lesser beings and therefore meant to be subdued and enslaved; it 
is a world where the weak have to remain silent, or face the destructive forces which 
are there always ready to engulf, silence, and destroy the opposing voices. But it is at 
the same time a place where everybody—weak or strong— r^emains busy in self-
preserving activities. 
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